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This thesis compares character pieces of Frank Bridge (1879-1941) to those of his British 
contemporaries Arnold Bax (1883-1953), Cyril Scott (1879-1970), and John Ireland (1879-1962). 
Musical elements examined include motives, chord constructions, harmonic syntax, rhythm and 
meter changes, form, pedal points, and pianistic writing.  These comparisons then serve to 
facilitate an exploration of how Bridge’s character pieces differ from the early-twentieth-century 
mainstream.   
The thesis is in four chapters. The first chapter introduces the study and sets out the 
methodology employed. The second contains biographical sketches of the composers, and a 
survey of their musical languages. Chapter 3 comprises a detailed comparative analysis that 
focuses on the musical elements introduced earlier; and the final chapter summarizes some new 
findings. This chapter also suggests directions for future study, and comments on the pedagogic 
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CHAPTER ONE: INTRODUCTION 
 
1.1 General Introduction to the Study  
Frank Bridge (1879-1941) was a notable British composer, viola player, and conductor 
who is generally known for his chamber and orchestral music. But he also composed a 
substantial number of character pieces for the piano, comprising about fifty individual pieces. 
During his lifetime, the piano became a symbol of middle class aspiration in Western Europe, 
and short piano works such as ‘character pieces’ were one type of entertaining music intended 
for a musically literate public.1 Character pieces became a vehicle for composers to explore 
compositional techniques and novel sonorities.  
Bridge’s music, including his character pieces, was almost forgotten from after his death 
until the 1970s. Seeking possible explanations for this, Bridge scholars Anthony Payne, Lewis 
Foreman, and John Bishop point to the upheavals between World War I and World War II and to 
the more adventurous language of Bridge’s later music after 1925.2 However, character pieces of 
Bridge’s contemporaries, notably Arnold Bax (1883-1953), John Ireland (1879-1962), and Cyril 
Scott (1879-1970), were more consistently heard by the British public and remained available in 
the British music publishing market regardless of the circumstances just mentioned in relation to 
 
1 James Parakilas, "1870s to 1920s: The World’s the Limit," in Piano Roles: Three Hundred Years of Life with the 
Piano, ed. James Parakilas (New Haven: Yale University Press, 2001), 226-27.  
2 Anthony Payne, Lewis Foreman, and John Bishop, The Music of Frank Bridge (London: Thames Publishing, 1976), 
7 and 32-33: 
“The later music such as The Third String Quartet (1926) and the piano sonata that was written after 1921, Bridge’s 
music reaches to the world of the Second Viennese School with its Schoenbergian pantonality and his favor for 
superimposed tritones and fourths.”  
2 
 
Bridge.3 However, most of Bridge’s character pieces were composed before 1925, and thus 
belong to his transitional period (1913-1924), not to his late works.4  
This thesis analyzes selected piano character pieces of Frank Bridge and compares them 
to character pieces of Bax, Scott, and Ireland. This comparative method helps identify some of 
the distinguishing compositional aspects of Bridge’s own character pieces.  
 
1.2 Literature Review 
For this project, Karen Little’s Frank Bridge: A Bio-Bibliography (1991) has been an 
important basic source.5 It provides a biography, list of works with durations and dates of 
performances, and a bibliography of published scholarship and discography up to 1991. 
Two books authored or part-authored by Anthony Payne offer a stylistic overview of 
Frank Bridge’s whole musical output. In The Music of Frank Bridge (1976), Payne divides 
Bridge’s music chronologically into four stylistic periods and places the piano character pieces in 
a “Years of Transition” (1910-1920) category.6 He provides a brief survey of these works over 
five pages, focusing mainly on their harmonic language and general musical style. In Frank 
Bridge: Radical and Conservative (1984), intended as a second edition of the first book, Payne 
 
3 See Brenda Posey, "The Piano Compositions of Arnold Bax" (PhD diss., Catholic University of America, 2000), 
142-156. Bax’s character pieces were often premiered during his lifetime by professional pianists such as Myra Hess 
(1890-1965), Arthur Alexander (1891-1969), and Harriet Cohen (1895-1967). 
That Ireland’s character pieces were well received is proved by the fact that Ireland had to make several 
arrangements for The Holy Boy (1918) after it became very popular. Amberley Wild Brooks was also very popular in 
England. See Donald Rankin, "The Solo Piano Music of John Ireland" (DMA diss., Boston University, 1970), 82, 
130.   
Henry Darson, in “The Solo Piano Works of Cyril Scott” (DMA diss., City University of New York, 1979), 1, 
describes how the popularity and early success of Scott’s smaller piano pieces encouraged him to produce a 
substantial number of such pieces throughout his composing career.   
4 A three-fold division of Bridge’s music into different stylistic periods is proposed by Karen R. Little in her Frank 
Bridge: A Bio-bibliography (Westport: Greenwood Press, 1991).  
5 Ibid. 
6 Anthony Payne, Lewis Foreman, and John Bishop, The Music of Frank Bridge (London: Thames Publishing, 1976). 
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provides a somewhat more extended analysis of Bridge’s music.7 The piano character pieces, 
along with the cello sonata and the songs, are considered to belong to a transitional period of 
eclecticism during which Bridge explored various stylistic possibilities rather than staying in a 
fixed style. The piano character pieces are only briefly discussed when compared to the amount 
of analysis devoted to the songs, chamber music, orchestral music, and the piano sonata.  
Jed Galant’s DMA dissertation “The Solo Piano Works of Frank Bridge” (1987) is the 
most extensive analytical study of Bridge’s piano works to date.8 It is an analysis-oriented study, 
focused on notable musical traits such as Bridge’s uses of motifs and idiosyncratic harmonic 
language. However, the analysis of each musical work is limited to three to four pages, providing 
a quick glimpse rather than a comprehensive discussion of the pieces.   
Chung-sik Bae’s “Frank Bridge’s Solo Piano Works: The Development of His Musical 
Style and an Analysis of the Piano Sonata” (1996) contributes an in-depth analysis of Bridge’s 
piano sonata but has little on the character pieces.9  In his chapter “The Development of Bridge’s 
Musical Style,” Bae merely lists the titles of the individual character pieces followed by a short 
description of the music in terms of its form, and then offers some performance-related advice.  
Yoonsung Yeo’s “An Analysis, a Performance Guide, and a Recording of Three Sketches 
and The Hour Glass by Frank Bridge” (2016) is a recent analytical and performance guide to 
these two collections.10 In her work, Yeo extensively applies set-theory to find recurrences of 
certain melodic and harmonic pitch groups. While she identifies Bridge’s use of pentatonic 
scales, octatonic scales, and some non-conventional chords by using set theory, the study is 
 
7 Anthony Payne, Frank Bridge: Radical and Conservative (London: Thames Publishing, 1984). 
8 Jed Adie Galant, "The Solo Piano Works of Frank Bridge" (DMA diss., Peabody Institute, Johns Hopkins 
University, 1987). 
9 Chung-sik Bae, "Frank Bridge's Solo Piano Works: The Development of His Musical Style and an Analysis of the 
Piano Sonata" (DMA diss., University of Texas, 1996). 
10 Yoonsung Yeo, “An Analysis, a Performance Guide, and a Recording of Three Sketches and The Hour Glass by 
Frank Bridge” (DMA diss., Ball State University, 2016). 
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somewhat limited because the focus is on locating different pitch groups. Yeo does not explain 
how the pitch groups are related to a musical structure and a musical meaning.  
The Music of Frank Bridge (2015) by Fabian Huss, on the other hand, is a recent valuable 
scholarly source for the present study, particularly as concerns stylistic changes in Bridge’s 
music.11 It includes more in-depth musical analyses than previous studies, and reflects up-to-date 
scholarship concerning Bridge’s music. However, since Bridge’s ensemble music and piano 
sonata are commonly considered more significant than his characteristic pieces, Huss’s attention 
to the character pieces is limited to certain pieces. In the case of the Four Characteristic Pieces 
(1915) and The Hour Glass (1919-20), Huss looks at some of Bridge’s adventurous 
compositional techniques, such as intense chromaticism, use of particular chords for coloristic 
purposes, the profuse use of the major-minor seventh chord, and a hint of the “Bridge chord” that 
would later became the composer’s “signature” chord in the piano sonata.12  
Several books by Bridge’s own contemporaries introduce him and other British 
composers of the late nineteenth and early twentieth centuries. Joseph Holbrooke’s 
Contemporary British Composers (1925) introduces British composers of the same period using 
a writing style that is rather informal and subjective.13 Holbrooke praises Bridge’s chamber 
music and songs for their effective melodies and musical settings.14 In his chapter on Frank 
Bridge for Alfred Bacharach’s British Music of Our Time (1946), Jack Westrup points to 
similarities between Bridge and Ravel’s piano music in regard to their use of virtuosic 
techniques.15 Westrup also cautions against considering Bridge’s music merely as skillful 
“academic” compositional work, instead encouraging appreciation of its combination of 
 
11 Fabian Huss, The Music of Frank Bridge (Woodbridge: The Boydell Press, 2015). 
12 Ibid., 107-12. 
13 Joseph Holbrooke, Contemporary British Composers (London: Cecil Palmer, 1925). 
14 Ibid., 61-62.  
15 A. L. Bacharach, ed., British Music of Our Time (Harmondsworth, UK: Pelican Books, 1946).  
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technique and emotion.16 In the chapter “In England” in Christopher Palmer’s Impressionism in 
Music (1973), Palmer describes stylistic impressionistic musical features in the work of British 
composers Frederick Delius, Ralph Vaughan Williams, Arnold Bax, John Ireland, Benjamin 
Britten, and Frank Bridge.17 For Palmer, Bridge’s notable accomplishment is his effective 
melding of two contrasting elements— an explicit structure and impressionistic sonority— into a 
musical work.  
Three dissertations provide further valuable sources for comprehending the stylistic 
characteristics of the piano writing of Bridge’s fellow British composers Arnold Bax, Cyril Scott, 
and John Ireland. These are Brenda Posey’s “The Piano Compositions of Arnold Bax (2000);18 
Donald Rankin’s “The Solo Piano Music of John Ireland” (1970);19 and Thomas Darson’s “The 
Solo Piano Works of Cyril Scott” (1979).20 On their compositional styles, beneficial studies are 
provided by Lewis Foreman’s Bax: A Composer and His Times (2nd ed., 1983)21; Fiona 
Richards’s The Music of John Ireland (2000)22; and Muriel Searle’s John Ireland: the Man and 
His Music (1979).23  
Similarly, Henry Raynor’s Music in England24 (1980), Peter Pirie’s The English Musical 
Renaissance (1979),25 and the chapter “British music up to 1939” in Francis Routh’s 
Contemporary British Music (1972)26 are helpful both in terms of understanding the general 
 
16 Jack Westrup, “Frank Bridge,” ibid., 74-80. 
17 Christopher Palmer, “In England,” in Impressionism in Music (London: Hutchinson, 1973), 143-77. 
18 Brenda Posey, "The Piano Compositions of Arnold Bax" (PhD diss., Catholic University of America, 2000). 
19 Donald Rankin, "The Solo Piano Music of John Ireland" (DMA diss., Boston University, 1970). 
20 Thomas H. [see bibliography] Darson, “The Solo Piano Works of Cyril Scott” (PhD diss., City University of New 
York, 1979).  
21 Lewis Foreman, Bax: A Composer and His Times. 2nd ed. (Aldershot: Ashgate, 1983). 
22 Fiona Richards, The Music of John Ireland (Aldershot, Burlington VT: Ashgate, 2000). 
23 Muriel Searle, John Ireland: the Man and His Music (Tunbridge Wells: Midas Books, 1979). 
24 Henry Raynor, Music in England (London: R. Hale, 1980). 
25 Peter J. Pirie, The English Musical Renaissance (New York: St. Martin’s Press, 1979). 




climate of the British musical world of the period and  in definingthe personal relationships 
between Bridge and his contemporaries. 
 
1.3 Methodology 
The purpose of this thesis is to discover the place of Bridge’s character pieces within 
British  music of his time. The main criteria for the choice of British contemporary composers I 
compare to Bridge are that they had successful music careers and themselves produced a 
substantial number of character pieces during Bridge’s lifetime. Three sets of Bridge’s character 
pieces have been chosen for analysis: Four Characteristic Pieces (1917)27, The Hour Glass 
(1919-20),28 and Vignettes de Marseille (1925).29 The reasons for selecting the individual 
character pieces  examined here were as follows: (i) the work is representative of the composer’s 
musical language in the genre (ii) it exhibits compositional craftsmanship; (iii) its duration is 
under six minutes; and (iv) the composition dates from between 1910 and 1930.   
This study specifically examines how Bridge’s character pieces relate to, or differ from, 
the music of his contemporaries in terms of motives, chord construction, harmonic syntax, 
rhythm and meter, form, and pianistic writing. For an exploration of Bridge’s unique use of 
motives, for example,  Bittersweet from his Four Characteristic Pieces was chosen for detailed 
analysis because of its pervasive use of motives. Observations on chord constructions focus on 
three types of chords: (i) extended tertian chords; (ii) chords with added notes; and (iii) non-
tertian chords. Regarding harmonic syntax, the study looks at resemblances to Delius’s stylistic 
fingerprint of  using sliding voices in chordal progressions. The extended pedal points of 
 
27 Frank Bridge, Four Characteristic Pieces: Water Nymphs, Fragrance, Bittersweet, Fireflies (London: Winthrop 
Rogers, 1917). 
28 Frank Bridge, The Hour Glass: Dusk, The Dew Fairy, The Midnight Tide (London: Augener, 1920). 
29 Frank Bridge, Vignettes de Marseille (London : Thames Publishing, 1979). 
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impressionistic music have also been examined. Regularity and fluidity are the criteria used to 
compare rhythmic aspects. Study of the forms of the character pieces has led to identification of 
some individually characteristic and notable  features. Lastly, usages of pianistic figuration are 
examined in terms of defining a musical structure, creating acoustic effects, and evoking 
impressions.   
The same standards for selecting character pieces by Bridge were applied to the choice of 
character pieces by his contemporaries. These are listed below: 
            1) Arnold Bax: A Hill-Tune (1920),30 Winter Waters (1915),31 In a Vodka Shop (1915),32  
               A Mountain Mood (1918),33  Apple-Blossom-Time (1915).34 
2) Cyril Scott: Sphinx (1908),35 Poems (1912)36 (Poppies, The Garden of Soul Sympathy, 
Bells, The Twilight of the Year, Paradise-Birds), In the Forest and Jocund Dance from 
Vistas (1918).37  
3) John Ireland: Amberley Wild Brooks (1921),38 Soliloquy (1922),39 April (1925),40 
Chelsea Reach from London Pieces (1918),41 The Island Spell and The Scarlet 





30 Arnold Bax, A Hill-Tune (London: Murdoch, 1920). 
31 Arnold Bax, Winter Waters: Tragic Landscape (London: J. & W. Chester, 1918). 
32 Arnold Bax, In a Vodka Shop (London: Augener, 1915). 
33 Arnold Bax, A Mountain Mood (London: J. & W. Chester, 1918). 
34 Arnold Bax, Apple-Blossom-Tree (London: Augener, 1915). 
35 Cyril Scott, Sphinx, op.63 (London: Elkin, 1908). 
36 Cyril Scott, Poems (Mainz: Schott, 1912). 
37 Cyril Scott, In the Forest and Jocund Dance from Vistas (London: Elkin and Company, 1918) 
38 John Ireland, Amberley Wild Brooks (London: Augener, 1921).  
39 John Ireland, Soliloquy (London: Augener, 1922). 
40 John Ireland, April (London: Augener, 1925). 
41 John Ireland, Chelsea Reach (London: Augener, 1918). 
42 John Ireland, Decorations: The Island Spell, Moon-Glade, The Scarlet Ceremonies (London, Augener, 1915). 
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CHAPTER TWO: BRIDGE AND HIS CONTEMPORARIES  
AND THEIR CHARACTER PIECES 
 
2.1 Frank Bridge: His Life and Music 
As the violist in the English String Quartet, a conductor of major orchestras, and a 
composer, Frank Bridge was an acclaimed musician. He was born in Brighton, England in 1879 
and was surrounded by music from an early age, as his father was music director of the Empire 
Theatre in Brighton. Bridge received his training at the Royal College of Music from 1899 to 
1903. He was first of all a violin student but went on to study composition under Charles 
Stanford (1852-1924), who also taught other well-known composers such as Gustav Holst (1874-
1934) and Ralph Vaughan Williams (1872-1958).43  
In the first twelve years of the twentieth century Bridge won various major composition 
competitions, such as the Worshipful Company of Musicians Competition and the Cobbett 
Competition. His musical style resembled that of Brahms and Stanford during this time, and this 
conservative musical language attracted not only the general public to his music, but also patrons. 
He mostly composed songs, string quartets, and piano music at this time.44  
In his “transitional phase”  (1913-1924), Bridge’s compositional style made use of 
audacious and dissonant sonorities, particularly in his chamber music and orchestral works.45 
However, Bridge remained somewhat conservative in his songs writing and piano music.46 The 
American Elizabeth Sprague Coolidge (1864-1953) became a faithful patron of Bridge’s 
 
43 Little, 3-4.  
44 Ibid., 6-7. 
45 The term “transitional phase” is taken from Little, who proposes three stylistic periods for Bridge’s music. 
46 Ibid., 10. 
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chamber music, and she supported him financially throughout his life, enabling him to compose 
a great deal and to achieve a reputation as one of England’s major chamber music composers. 47  
From 1924 until his death in 1941 Bridge’s music became increasingly dissonant, a 
change that rapidly alienated the English public from his music, which was not only regarded as 
an intellectually elite music by the public but also received negative reviews from British 
critics.48 Possibly due to this, Bridge’s music was mostly neglected by music scholars until the 
1970s, when the BBC and the Frank Bridge Trust began to reintroduce him and his music to the 
world. Bridge scholars now attribute the neglect of Bridge’s music to the turbulent times 
following World War I as well as to musical conservatism in England, which proved itself to be 
not amenable to the adventurous gestures of Bridge’s later music.49 Some of Bridge’s 
compositions were introduced to American and continental European audiences, but England 
remained the primary centre for performances of his music.50    
Beside Bridge’s career as a composer, it is as Benjamin Britten’s teacher that Bridge has 
become more widely known to later generations. According to Britten, Bridge’s teaching 
equipped him with a solid foundation of compositional techniques such as  idiomatic writing, an 
effective use of structure, and clear presentation of musical ideas.51 Furthermore, Bridge’s 
teaching motivated Britten to form his individual style in his early years, as Bridge challenged to 
write music from a composer’s rather than a student’s perspective.52 Britten was the main 
advocate for Bridge’s music. He consistently introduced Bridge’s music into British musical 
circles, and was a catalyst for the renewed attention given to Bridge’s music in the 1970s.53  
 
47  Ibid., 9. 
48  Raynor, 202. 
49  Payne, Foreman, and Bishop, 7. 
50  Little, 13, 16. 
51  Huss, 193. 
52  Ibid..  
53  Little, 10.  
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2.2 Arnold Bax, Cyril Scott, John Ireland: Their Lives and Music 
Arnold Bax (1883-1953) was one of England’s leading symphonic composers in the first 
half of the twentieth century. Bax was born in London, and entered the Royal Academy of Music 
in 1900, where he studied composition with Frederick Corder.54 He was knighted in 1937 and 
appointed Master of the King’s Music in 1942.55 A late romantic style pervades his musical 
writing, even though the influences of Debussy, Ravel, and Sibelius are also significant.56 Like 
Bridge, his early compositional output consists of mostly small-scale works, such as songs and 
piano character pieces. However, it is his orchestral music that best exemplifies his creative and 
innovative musical language, seen for instance in the “colorful and idiosyncratic orchestration” 
of his Sixth Symphony (1934), leading him to become one of the notable composers in early 
twentieth-century Britain.57   
Cyril Scott (1879-1970) was once called the “English Debussy” because of his sensitive 
use of chromaticism and avoidance of classical harmony.58 Scott was born in Cheshire, England. 
His outstanding musical talent led to him attending the Frankfurt Conservatory in Germany from 
the age of twelve.59 While there, he studied composition with Iwan Knorr, who taught him the 
traditional composition techniques of German music.60 Scott had piano lessons from the 
beginning of his musical training, and at one point studied with a pupil of Clara Schumann.61 He 
was active as a pianist in the early part of his career, but following the success of his piano 
 
54  Holbrooke, 53. 
55 Alan Frank, Modern British Composers (London: Dobson, 1953), 21. 
56 Norman Demuth, Musical Trends in the 20th Century (London: Rockliff Publishing, 1952), 156-59. 
57 According to Lewis Foreman, "Bax, Sir Arnold," in Grove Music Online. Oxford Music Online.  
58 Demuth, 119-21. According to Demuth, this description is inappropriate and caused by a shallow understanding of 
the composer. 
59 Darson, 61. 
60 Holbrooke, 83 
61 Darson, 61-62. 
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quartet of 1902  he focused his career on composing.62 At this time he became acquainted with 
the leading French composers of the era such as Ravel (1875-1937), Debussy (1862-1918), and 
Fauré (1845-1924).63   
His impressionistic piano pieces were widely performed from the early 1910s, and  the 
climax of his career came with his one-act opera The Alchemist in 1925. In the later years of his 
life, his music was not considered to be as novel and innovative as it had been previously. This 
was because what had been regarded as an “un-English” musical language, using “rich 
harmonies, languorous melodic lines, and rhapsodic diffuseness of form,” came to be considered 
common compositional practice as the twentieth century progressed.64 According to Holbrooke, 
Scott’s meticulous approach to composition, and the avoidance of grandiose gestures, brought 
charm to his piano pieces.65  
Similarly to Frank Bridge, John Ireland (1879-1962) was a musician who devoted his 
artistic genius to chamber music.66 He was born in Cheshire, England, and, like Bridge, studied 
with Charles Stanford at the Royal Academy of Music in London.67 At the beginning of the 
twentieth century, his active and successful career as a composer made him one of the 
representative British composers of his generation. If his musical style prior to the turn of the 
century followed a Brahmsian manner, his later adaptation of the musical languages of Debussy, 
Ravel, and Stravinsky (1882-1971) led to an essential change in his musical style.68  Ireland had 
a fine piano technique, so piano composition was certainly an excellent medium for his romantic 
 
62 Ibid., 66-68. 
63 Ibid., 70-71. 
64 Michael Hurd, “Scott, Cyril,” in Grove Music Online. Oxford Music Online.  
65 Holbrooke, 83. 
66 Lewis Foreman, ed., The John Ireland Companion (Woodbridge: Boydell Press, 2011), 186.  
67 Holbrooke, 72. 
68 Hugh Ottaway, "Ireland, John," in Grove Music Online. Oxford Music Online.   
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temperament.69 Even though his piano music uses somewhat extravagant pianistic figures from 
time to time, the original  harmonies and sonorities of his piano output are due to his adoption 
both of the classical-romantic tradition and of embellished chromatic harmony.70  Holbrooke 
considered Ireland’s piano music as “the music of many arresting qualities, beautiful pianism 
being one of the first qualities.”71 
While new trends from the beginning of the twentieth century were being introduced to 
England, Ireland’s musical language remained rooted in the tradition of Romantic music, making 
his musical style approachable to the general musical public.72 His music thus attained a constant 
success with the English public, and his contribution to the genre of short piano pieces is 
significant.73  
Bax, Scott, and Ireland each wrote and published over thirty character pieces.74 Their 
production of character pieces thus makes up a significant portion of their total output, an 
indication of their dedication to the genre. Most of their character pieces were printed during 





69 R. Hill, “John Ireland,” in British Music of Our Time, ed. A. L. Bacharach, 99. 
70 Ottaway, “Ireland, John.” 
71 Holbrooke, 72.  
72 Frank, 19. 
73 Ibid., 17. 
74 Some scores are listed here: John Ireland, The Collected Piano Works (London: Stainer & Bell, 2012); Cyril 
Scott, Three Dances (London; New York: Boosey, 1903); Cyril Scott, Rainbow Trout: For Solo Piano (Boca Raton: 
Masters Music Publications, 1994); Arnold Bax, Burlesque: For the Piano (London: Chappell, 1943).  
75 Some CD recordings are listed here:  
Arnold Bax, Complete Piano Music, Eric Parkin, pianist, (Chandos Records Ltd., 2003), 4 CDs.   
Cyril Scott, Complete Piano Music, De’Ath Leslie, pianist, (Dutton Epoch, 2009), 10 CDs. 
John Ireland, The Piano Music of John Ireland, Mark Babbington, pianist, (Somm Recordings, 2008), 4 CDs.  
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2.3 Overview of Selected Character Pieces 
a. Selected Character Pieces of Frank Bridge 
Character pieces comprise a major portion of Bridge’s piano music, which otherwise 
comprises only a single piano sonata (composed 1921-1924). Bridge wrote most of his character 
pieces during his so-called transitional phase  (1913-1924). Critical views of them are mixed: 
Fabian Huss acknowledges that Bridge’s “miniature” piano music chiefly follows in the 
Romantic tradition,76 while Christopher Palmer points to their substantial use of impressionistic 
harmony.77 Broadly speaking, it seems clear that Bridge freely employed various musical 
languagesto varying degrees within them, including, for instance, moving from a simple salon-
music style to a more chromatic one.  
The Four Characteristic Pieces (1917) were composed inApril/May 1917 and published 
by Winthrop Rogers in the same year. The four pieces are: 1. Water Nymphs; 2. Fragrance; 3. 
Bittersweet; and 4. Fireflies.78 All four foreshadow the dissonant and innovative harmonic 
language of Bridge’s late musical style, as well as making limited yet efficient use of the musical 
material.79  
Bridge’s The Hour Glass is a set of three character pieces, and largely reflects the 
influence of Impressionism.  The set was composed between September 1919 and April 1920, 
and published later that year by Augener, as well as by Stainer & Bell.80 This set has been the 
most frequently published and recorded of Bridge’s character pieces, an indication of the 
collection’s significance. Its three movements are: 1. Dusk ; 2. The Dew Fairy; and 3. The 
 
76 Huss, 10. 
77 Palmer, Impressionism in Music, 162. 
78 Recorded on Frank Bridge, The Piano Music of Frank Bridge, Vol.2, Mark Babbington, pianist, (Somm Records, 
2006), CD. 
79 Huss, 109. 
80 Galant, 117. 
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Midnight Tide.81 The second piece was premiered on June 23, 1935 at a British Music Movement 
concert, and the third premiered on March 6, 1923 by Evelyn Tyson at the Royal College of 
Music.  
Vignettes de Marseille is a set of four character pieces, composed between October and 
November of 1925, a year after Bridge  completed his Piano Sonata.  However, this set was 
forgotten until 1979, when it was premiered by Kathleen Renilson at BBC Radio Scotland, and 
published in the following year by Thames Publishing.82 Its pieces are 1. Carmelita; 2. Nicolette; 
3. Zoraida; 4. En Fête.83 In 1938 Bridge also arranged Carmelita, Nicolette, and Zoraida for 
small orchestra under the title Vignettes de Danse.84 Paul Hindmarsh’s editorial note to the first 
publication of the score describes the nature of the set as follows: 
Vignettes de Marseille is in essence a divertimento, much more  
relaxed and extrovert in expression than his other works of the same  
vintage, the Piano Sonata, In Autumn, and the String Quartet No. 3.  
Bridge ingeniously combines personal and subtle characterization in 
"Carmelita,""Nicolette," and "Zoraida," (whoever they may be!), with  
a skillful portrayal of the festive atmosphere in “En Fête.”85  
 
 
b. Selected Character Pieces of Arnold Bax 
Bax composed over forty character pieces, most of them between 1915 and 1923.86 He 
also wrote four piano sonatas and a Fantasia published in the 1920s and 1930s.87 Bax’s A Hill-
Tune (1920) shows his typical approach to lyrical character pieces. The arabesque eight-measure 
melody in Andante tempo is accompanied by various patterns such as quintuplets, blocked 
 
81 Recorded on Frank Bridge, Bridge: Piano Music Vol.1, Ashley Wass, pianist, (Naxos, 2006), CD. 
82 Galant, 60. 
83 Recorded on Frank Bridge, The Complete Solo Recordings Vol.9, Kathryn Stott, pianist, (Sony, 2015), CD. 
84 Galant, 60. 
85 Bridge, Vignettes de Marseille, 1. 
86 Posey, 25. 
87 Foreman, Bax: A Composer and His Times, 448-54. 
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chords, and a long pedal point. Hugh Ottaway judges A Hill-Tune to be one of the significant 
lyrical piano pieces in British music.88  
A Mountain Mood (1918), Bax’s other lyrical character piece, has a similar structure to A 
Hill-Tune. Bax added the words “Melody and Variations” under the title, and three variations of 
the simple, twelve-measure melodic theme are presented. The melodic line remains the same in 
the variations, while its rhythmic patterns, chordal progressions and textures are altered. Julian 
Herbage considered A Mountain Mood “perhaps the most remarkable piece of pianoforte music 
since Debussy.” 89 
For Foreman, Bax’s Apple-Blossom-Time (1915) expresses “the great and lasting beauty 
of life and nature.”90 Bax employs a ternary ABA’ form to project two contrasting moods:  one 
somber, the other bright and joyful. The use of extended tertian chords such as 9th, 11th, and 13th 
chords without preparation makes the harmonic progressions more colorful and even piquant. 
The sigh-like figure in the A section is effectively achieved through the rhythmic motive of 
eighth note-eighth rest-dotted quarter note-eighth note.  
Winter Waters (1915), “a powerful and somber piano piece,” uses a highly chromatic 
harmonic language.91 The dramatic presentation of the melodic theme and its recurrences is 
achieved by rhythmic passages, use of contrasting dynamics within short phrases, emphasis on 
the sonority of the low register, and actively doubling melodic lines at the octave. Herbage calls 
the piece “a magnificent tone poem in miniature.”92 
 
88 Hugh Ottaway, “Ireland’s Shorter Piano Pieces,” Tempo 52 (1959): 3. 
89 Julian Herbage, “Arnold Bax,” in British Music of Our Time, ed., in Bacharach, 128.  
90 Foreman, Bax: A Composer and His Times, 213. 
91 Ibid., 215. 
92 Herbage, 128. 
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In a Vodka Shop (1915) was written after Bax’s visit to Russia in 1910.93 Its bright and 
cheerful atmosphere reflects Bax’s impressions of Russia, with Bax employing a Russian dance 
rhythm in 7/4 meter.94 This character piece is again in an ABA’ form; the B section consists of 
the same melodic theme as is presented in the A section, but its simple meter of 2/2 and the 
lyrical appearance of the melody provide a contrast to the A sections. What makes the simple 
melody more interesting is Bax’s skillful alternation of textures and harmonic progressions on 
the melody’s reappearances.  
 
c. Selected Character Pieces of Cyril Scott 
Scott published three piano sonatas (in 1909, 1935, and 1956) and three sets of suites in 
Baroque style during the 1910s.95 These works were of a serious nature. Scott also wrote over 
ninety character pieces that introduced a “fresh” musical language to the British public.96 Most 
of these character pieces were written between 1903 and 1920.97  
Scott’s set of Five Poems (1912) was introduced as “one of the very best sets of 
pianoforte pieces” that reflects “the most sensitive temperaments.”98 The five pieces in the set 
are Poppies, The Garden of Soul-Sympathy, Bells, The Twilight of the Year, and Paradise-Birds. 
Scott actively incorporates musical elements of French Impressionism in this set, and its general 
sonority reminds one of Debussy’s Préludes or Images. Impressionistic elements include 
unorthodox scale systems such as church modes, pentatonic scales, and octatonic scales; 
 
93 Ibid., 127. 
94 Ibid. 
95 Darson, 163, 170.  
96 Ibid., 55.  
97 Ibid., 340-50. 
98 Eaglefield Hull, Cyril Scott: Composer, Poet and Philosopher (London: K. Paul, Trench, Trubner & Co.,  1918), 
75-83.   
17 
 
extended pedal points that produce colorful and blurred sonorities; and flexible rhythm and meter 
changes. 
In the Forest from Vista (1918) starts with a passage that imitates birdsong within 
irregular phrases, an indication of Scott’s intention to describe a scene through sounds. After the 
introduction, the main section of the piece comprises chromatic melodies in the top line, 
persistent inner tremolos in the alto line, and eighth notes moving in perfect intervals in the bass. 
Scott’s realization of the forest is serene and peaceful.     
Jocund Dance from Vista (1918) is characterized by flexible groupings of meters and 
rhythms, which often create an intriguing flow of the rhythmic pulse. The dance-like rhythmic 
character of the piece is emphasized by thumping blocked chords that mostly move in quarter 
notes, while the melodic line consists of frequent repetitions of short phrases.   
Sphinx (1908) was selected for this study because it represents the “exotic” sonority from 
the Middle East that was one of Scott’s favored compositional styles.99 Sphinx is once more in an 
ABA’ ternary form, and the A section is pervaded by parallel intervals and chords, and non-
tertian chords. Scott gives the expression marking “mysterious and sustained” for the B section, 
in which two contrasting melodic motives alternate over a homophonic texture. 
  
d. Selected Character Pieces of John Ireland 
Lyrical melodies and chromatic harmonies in Ireland’s character pieces reflect his 
adherence to tonal music of the late nineteenth century.100 Besides his single piano sonata (1920) 
and a couple of transcriptions of orchestral music such as Villanella (1950), Ireland’s solo piano 
 
99  Darson, 130. Other piecesin this category are Egypt (1913) and the Indian Suite (1922).  
100 Ottaway, "Ireland, John," in Grove Music Online. Oxford Music Online.  
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works essentially consist of over sixty character pieces.101 Ireland was most productive in the  
composition of character pieces in the 1920s.102  
Chelsea Reach (1917-1920), from the set London Pieces, is one of the most popular of 
Ireland’s character pieces.103 The 6/8 barcarolle rhythm is an expression of the river in Chelsea, 
where Ireland was living at the time.104 This character piece is mostly anchored in diatonic 
tertian chords, while some of the transitional sections include inverted chords in parallel motion. 
As the music builds, the lyrical, peaceful melody is doubled with thick tertian chords. Richards 
points to the presence of a sonata-like element in Chelsea Reach, as a short phrase from the main 
melody is sequenced and taken through various keys in the middle section, rather in the manner 
of a sonata-form development.105  
April, from the set of Two Pieces (1925), is one of Ireland’s typical arrangements of a 
flowing melody to an arpeggiated accompaniment. For Ottaway, “April shows us Ireland’s 
lyrical powers at their most impressive.”106 Hill describes April as Ireland’s most thoughtful and 
sonorous piece in a lyrical style.107  
Amberley Wild Brooks from Two Piano Pieces (1921) is another lyrical piece  that, as 
Muriel Searle has noted, demonstrates “his capacity for putting complete scenes into music.”108 
The harmonic language is based on the extended harmony of the late romantic period, yet within 
its ABA’ form Ireland uses pentatonic scales and modal melodic lines in the B section to bring 
about a contrast with the A  and A’ sections. The tension resulting from the hasty progression to 
the climax is relieved by big sweeps of pentatonic arpeggios.  
 
101  Foreman, ed., The John Ireland Companion (Woodbridge: Boydell Press, 2011), 435-438. 
102  Ibid., 183.   
103 Hill, 102. 
104  Fiona Richards, The Music of John Ireland (Aldershot, England; Burlington, VT: Ashgate, 2000), 118. 
105 Ibid., 119-120. 
106 Ottaway, “Ireland's Shorter Piano Pieces,” 4. 
107 Hill, 100. 
108 Searle, 64. 
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Soliloquy (1922) is “a wordless ballad in the manner of affirmative mood.”109 Its simple 
folksong-like melody is supported throughout by the chromatic harmonic language. The melody 
is twice repeated in full, and while the melody keeps its contour and even the tonal center, the 
harmonic progressions differ each time. The sense of a personal, internal monologue is realized 
through effective dynamic changes and the melody mostly moving by small intervals.  
February’s Child from the Two Pieces for Piano (1929-30) has been aptly described as 
an “example of a heart-easing lyricism which often sounds like an improvisation.”110 Ireland’s 
improvisatory style is heard in the reappearances of the main melody in different keys and 
harmonic progressions. Transitions between statements of the melody present his modulation 
technique using chromatic harmony. Chords with an altered note or added note are another 
reminder of the sonority of late-romantic harmony.   
Decorations (1915) is a set of three character pieces: Island Spell, Moon-glade, and The 
Scarlet Ceremonies. As Richards has noted, this set is largely indebted to Debussy’s Préludes for 
piano in terms of the prevailing use of piano figurations and of “exotic” modes and scales.111 
While Ireland’s character pieces with lyrical themes commonly have a clear division between the 
melody and accompaniment, Decorations seems to belong to a different world, in following in 
the manner  of Debussy and Ravel. The pedal tones in the bass, and chords in the upper register, 
create a blurred sonority and successfully suggest an impression of the scenes and atmospheres 





109 Richards, 95. 
110 Foreman, The John Ireland Companion, 183.   
111 Richards, 99-100. 
20 
 
CHAPTER THREE: MUSICAL ANALYSIS:  
COMPARISON OF FRANK BRIDGE’S CHARACTER PIECES TO THOSE OF 
ARNOLD BAX, CYRIL SCOTT, AND JOHN IRELAND 
 
3.1 Use of Motives  
A significant portion of Bridge’s character pieces can be classified as salon music of easy 
to moderate difficulty that would have been accessible to the British musical public of the early 
twentieth century.112 At the same time, Bridge also applied more adventurous compositional 
techniques in his character pieces. One bold attempt to go beyond the tonal functionality of 
traditional music was the construction of a musical work using only a limited number of motives. 
His Bittersweet from Four Characteristic Pieces stands out in this regard.  
The opening section of Bittersweet presents a non-conventional sonority,  with the music 
mainly consisting of a motivic cell, [016]. In m.1, this cell [016] is introduced by three pitches in 
the left hand, [B-flat, E-flat, E natural], which comprise an augmented fourth (Bb to E) and a 
minor second (Eb-E). These two intervals are characteristic of the octatonic scale, in this case the 
[0,1] version. Most notes in the passage in mm. 5-8 belong to octatonic scales, and momentum is 
often gained from the sequential arrangement of the [016] motivic cell. At the same time, Bridge 
gives some tonal momentum by moving the bass in a chromatic ascending line.113 Also, Bridge’s 
use of motives is embedded in triadic language, as shown in mm.1-3, in which the notes of each 




112 Huss, 84.  
113 Yeo, 49. Yeo also finds this kind of chromatic bass line in Bridge’s Dusk from The Hour Glass. 
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<Figure 1: Bridge, Bittersweet from Four Characteristic Pieces, mm. 1-8: motive [016]>  
 
In the transition back to the last section A’’ (mm. 37-47), the motivic cell [016] appears 
as broken quartal chords in a Presto tempo, making a cadenza-like moment. While there is no 
indication of harmonic progression at the surface level, the first notes of each of the quartal 
chords comprise an E dominant ninth chord over a pedal tone E. This E dominant ninth chord 
can be interpreted as a marking of the dominant prior to the last statement of the theme, 
suggesting a trace of functional harmony. The consistent use of the motivic cell [016] connects 









<Figure 2: Bridge, Bittersweet from Four Characteristic Pieces, mm. 36-38> 
 
In the second half of both the A section and the A’ section (mm. 9-15 and mm. 24-31) of 
Bittersweet, Bridge inserts a sequence of broken quartal chords to make a contrast with the 
texture of the first halves of these same sections. While arpeggiated lines in the left hand imply a 
tonal direction in Bittersweet, the interjection of the single motive [016] in a phrase (at mm. 25-
28) blurs the tonal center. This passage seems to be as experimental and novel as the post-tonal 
idioms that Huss finds in Bridge’s piano sonata. It is notable that, even though Bittersweet is a 
short character piece, Bridge started conceiving ideas for his experimental musical language in it.  




Yoonsung Yeo offers an analysis of Dusk from the Hour Glass using the analytical 
approach of motivic cells.114 Yeo’s analysis identifies motivic cells that appear as arpeggiated 
patterns of the pentatonic scale, pointing to the extensive use of the pentatonic scale here.  
<Figure 4: Bridge, Dusk from The Hour Glass, mm.1-6> 
 
Bittersweet explicitly shows Bridge’s more experimental approach to his harmonic 
language. In comparison to his other character pieces, Bittersweet stands outdue to its pervasive 
use of a single motive within the realm of triadic language. Bridge’s motivic integration in 
Bittersweet may reflect the beginning of his experimentation with the compositional techniques 
of the Second Viennese school, to which he was exposed to in the 1910s.115  
It is notable that Bittersweet also stands out from the character pieces of the other British 
composers being discussed in this thesis. This more experimental approach in character pieces is 
hard to find in the music of Bax and Ireland. As for Scott, while he takes an adventurous 
 
114 Yeo, 48-50. 
115 Huss, 132. In his discussion of Bridge’s post-tonal idiom in his piano sonata, Huss mentions possible influences 




approach toward some musical elements such as meter changes and rhythm, he is not as 
experimental or rigorous as Bridge in terms of his use of motivic construction. 
 
3.2 Chord Construction  
a.  Extended Tertian Chords  
Although Bittersweet is Bridge’s most experimental foray into post-tonal idioms, most of 
his character pieces correspond somewhat to the impressionistic musical language of the early 
twentieth century. Seventh, ninth, eleventh, and thirteenth chords are common impressionistic 
harmonies. These chords were often used for their own peculiar sonorities and not necessarily 
governed by the conventional rules for harmonic progressions of previous centuries.  
Bridge often utilizes these extended tertian chords in a similar manner to those in 
impressionistic music. For example, he employs a sequence of seventh chords for coloristic 
effect in Fragrance; a series of major seventh chords with the raised fifth appears at the 
beginning of the A section (mm. 1-14) and the beginning of the A’ section (mm. 15-26), as well 
as at the beginning of the coda (mm.27-33). These seventh chords with raised fifths are not 
resolved, but resonate over the pedal tone B, evoking a mysterious atmosphere. Yet Bridge 
leaves a tonal implication by sequencing the seventh chords in the circle of fifths.  
<Figure 5: Bridge, Fragrance from Four Characteristic Pieces, mm.1-3: Parallel seventh chords 




 Extended chords prevail in Bridge’s The Midnight Tide from The Hour Glass. Slow-
moving melodic lines are rather simple, but the thick texture resulting from the harmonic planing 
of the extended chords brings an intense and dramatic solemnity to the music. Bridge’s 
harmonies mostly move in a chromatic stepwise motion and the inner cluster notes of the longer 
value retain their piercing quality, demonstrating an impressionistic use of the sonority of 
extended chords. 
<Figure 6: Bridge, The Midnight Tide from The Hour Glass, mm.1-2 > 
 
At the ending of En Fête from Vignettes de Marseille, a parallel motion of ninth chords 
highlights the brilliant sonority resulting from the use of extended chords, adding excitement to 
the bass movement of B-C#-A that outlines a dominant ninth in the home key of  D Major.   





Arnold Bax’s Apple-Blossom-Time presents seventh chords and extended, largely-
unprepared tertian chords for expressive purpose. The chords on the second beat of mm.1-4 are 
used without preparation, making the sonority of the extended chords more explicit. It is notable 
that Bax uses a resolving gesture by having the upper notes move in stepwise motion. Compared 
to Bridge’s extended chords, Bax’s chords are less likely to appear as independent sonorities in 
parallel motion, but smoothly proceed to the next chord like appoggiaturas in a part-writing 
texture.  
<Figure 8: Bax, Apple-Blossom-Time, mm.1-4> 
 
Bax’s A Mountain Mood is a typical example of the use of widely-spaced extended 
chords. These chords are often presented in a rolled or arpeggiated pattern over a wide register, 
requiring the performer to have flexible hands. It is notable that the four-voice layout of the 
extended chords shows Bax’s horizontal approach to them. As the alto and tenor lines in mm.40-
42 are repeated in mm.43-45 functioning like a ground-bass, a performer should have a good 





<Figure 9: Bax, A Mountain Mood, mm. 39-46> 
 
Scott’s use of extended tertian chords is more similar to Debussy than to Bax or Bridge. 
Instead of treating pairs of extended chords with a suspension-resolution gesture or using an 
arpeggiated pattern, the music enjoys the extended chord’s sonority by using such chords in a 
mainly parallel motion. One example of this may be found in The Garden of Soul-Sympathy 
(mm.20-22). The arrangement of the extended chords in this passage sounds somewhat 
impressionistic because the notes in the right hand mostly move in parallel motion in the form of 
inverted triads. This parallel motion weakens a sense of the tonal ground, bringing an impression 
of an unsettled and mysterious scene. The melodic line is based on a pentatonic scale, and adds 
an “exotic” feel to the music. The pervasive use of parallel motion in his character pieces makes 
Scott’s approach to extended chords sound more impressionistic when compared to Bridge.   
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<Figure 10: Scott, The Garden of Soul-Sympathy from Poem, mm. 20-22>  
 
Ireland’s character pieces display a more consistent use of extended tertian chords 
compared to the other three composers. Rankin identifies Ireland’s frequent use of extended 
chords in his character pieces and points out that, among extended chords, seventh chords are 
used more than ninths or elevenths.116 For Ireland, the use of seventh chords is often aimed at 
enriching the sonority of his melodic lines. In the sequence of the seventh chords at mm.13-14 of 
February’s Child, the voices mostly move in a stepwise motion by interpolating inversions of the 
chords, thereby resulting in a smooth harmonic progression.  
<Figure 11: Ireland, February’s Child, mm. 12-14: Extended tertian chords> 
 
 
116  Rankin, 209. 
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b.  The “Bridge Chord” as an Extended Chord 
In his investigation of post-tonal idioms in Bridge’s piano sonata, Huss identifies a 
frequently-used chord that is constructed out of a minor triad and a major triad whose roots are a 
major second apart (for example, C-Eb-G/ D-F#-A: a D major triad above a C minor triad). Huss 
calls this chord the “Bridge chord” because it represents one of Bridge’s original post-tonal 
music idioms.117 While this chord may represent a unique sonority, a tertian distribution of the 
chordal notes is equal to a thirteenth chord without a seventh [C-Eb-G-(B)-D-F#-A]. Huss mainly 
identifies this chord in Bridge’s piano sonata and his chamber music, but also points out a hint of 
the “Bridge chord” in mm.1-2 of Water Nymphs, in which an E major chord in the right hand and 
a D minor chord in the left hand resonate together [D-F-A-(C)-E-G#-B].118  
<Figure 12: Bridge, Water Nymphs from Four Characteristic Pieces, mm.1-2: “Bridge Chord”> 
  
This “Bridge chord” in mm.1-2 passes very briefly and momentarily. But the “Bridge 
chord” is then more prominently presented in the first half of the B section (mm. 9-23) of Water 
Nymphs. In mm. 9-16, the left hand presents an E minor chord with added sixth and the right 
hand has a F# major chord, with the roots of the two chords a major second away from each 
 
117 Huss, 136-37. 
118 Ibid., 109. 
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other [E-G-B- (D)-F#A#-C#]. The sonority of the “Bridge chord” this time lasts through the 
whole measure, evoking an ambiguous and mysterious mood.  
<Figure 13: Bridge, Water Nymphs from Four Characteristic Pieces, mm. 9-11: “Bridge Chord” 
sonority > 
  
One of Bridge’s character pieces with a more conventional tonality, Carmelita from 
Vignettes de Marseille, similarly contains some hints of the “Bridge chord.” In m.1, the left 
hand’s Eb-Ab could be analyzed as the second inversion of an A-flat major chord without the 
third, and the right hand’s figuration could be seen as G major chord. This simultaneous 
sounding of an A-flat major chord and a G major chord somewhat resembles the “Bridge chord,” 
even though in this case the two chords are a half-tone, rather than whole tone, apart. It is notable 
that Bridge locates the A-flat chord in the register of the right hand, making an interesting 
clashing sonority with the G chord. This clashing sonority is treated as something to be resolved, 
proving Bridge’s regard for conventional tonat procedures; while the fact that it is repeated many 
times throughout the piece implies Bridge’s fondness for the sonority. Moreover, as the title 
Carmelita indicates a genre of Spanish dance, the flatted second (Ab) Phrygian inflection evokes 
something of a “Spanish” flavor. 
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< Figure 14: Bridge, Carmelita from Vignettes De Marseille, mm.1-2> 
 
 
c.    Chords with Added Notes 
Debussy and Ravel utilized chords with added notes as an expressive harmonic idiom 
that brought a colorful sonority to their music. Influenced by French impressionistic music to 
different extents, Frank Bridge and his contemporaries Cyril Scott, John Ireland, and Arnold Bax, 
also used chords with added notes in their compositions for their impressionistic qualities.  
Bridge’s Fireflies includes chords with added notes within the sixteenth notes of broken-
chord figurations. The added notes are not functional in the harmonic progression here, but are 
used throughout as an embellishment, to evoke a spirited mood. A persistent use of chords with 
added sixths makes Fireflies an effective piece of musical impressionism, suggesting an 
animated scene. Nonetheless, a tonal center of G is clearly established in the bass line, holding 
the piece in a tonal realm.119 It is notable that the chords with added sixths are put into a texture 
using a black-key and white-key opposition that facilitates performance. This is a typical type of 
pianistic writing found in Debussy and Ravel as well.  
 
 
119 The chords with added notes are mostly derived from pentatonic scales and result in harmonious chordal 
sonorities. Therefore, the tonal center in G is not disrupted by the chordal tones.  
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< Figure 15: Bridge, Fireflies from Four Characteristic Pieces, mm.1-3> 
 
While Fireflies contains chords with added notes for impressionistic sonority, chords 
with added notes in En Fête have a different function, here signaling a change in musical 
structure. While the harmonic language of En Fête is mainly characterized by triads and open 
fifth chords, Bridge inserts a short, two-measure passage consisting of chords with added notes at 
the beginning of a new section. As a result, this unique sonority in mm. 117-118 signals a move 
to the upcoming section. Bridge here demonstrates how to create a clear-cut structure through 










<Figure 16: Bridge, En Fête from Vignettes de Marseille, mm.112-119> 
 
Compared to the other composers in this study, chords with added notes in Bax’s 
character pieces are similar, in terms of their usage, to chords in late-romantic music. The chords 
with added notes here are not necessarily intended to evoke a certain atmosphere, but enrich the 
harmonic progressions with appoggiaturas. In mm. 57-59 of A Mountain Mood, the top-line 
melody is simple, but the E-flat seventh chord with added notes on the downbeats evokes a 
tension in the harmonic progression. This harmonic stress is effectively released by moving the 
inner voices in a stepwise motion, preserving a sense of line.  




The sonority of chords with added notes is sometimes used by Bax to highlight an 
interesting rhythmic pattern. In In A Vodka Shop, strong rhythmic momentum in a 7/4 meter is 
reinforced by the presence of chords with added notes enhancing the excitement. These chords 
with added notes effectively depict the scene of a cheerful Russian dance in a vodka shop, 
showing Bax’s tone-poem like approach. It is also notable that this passage from In a Vodka 
Shop (1915) shows some resemblance to Stravinsky’s Petrushka (1911) as concerns the use of 
clashing seconds and the rhythmic nature of the passage, suggesting a possible influence of early 
Stravinsky on Bax.   
<Figure 18: Bax, In a Vodka Shop, mm.78-83: Rhythmic use of the chords with added notes>   
 
Scott’s Sphinx shows another example of how chords with added notes are integrated into 
a logical harmonic context. The F-sharp dominant seventh chord on the downbeat of m. 67 
moves to a F-sharp seventh chord with added sixth on the fourth beat, taking a different gesture 
and direction from the two previous measures. This F-sharp chord with the added sixth is not 
merely a surprise but a preparation for the upcoming B major chord. In other words, Scott has 
added D# to the F# seventh chord in order to prepare the B major chord with a common tone D#.  
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<Figure 19: Scott, Sphinx, mm.62-70: Added note as an anticipation in the cadence> 
 
 Scott’s The Twilight of the Year also presents a coloristic use of chords with added notes. 
The passage at mm. 22-23 first presents a sustained A minor seventh chord with added second 
and fourth as a pedal point. A hovering line in the right hand produces subtle variations of 
nuance over this long-held chord, creating an impressionistic sonority. It is followed by the 
swing between an A-flat minor seventh chord with added second and fourth and the A minor 
seventh chord with added second and fourth (mm. 24-27). The swing between the two chords 
without a distinct melodic line maximizes the obscure sonority and atmosphere of the passage.  




Ireland typically treats the extended chords or the chords with added notes in a manner 
allied to the late nineteenth century, similar to Bax. A clashing sonority resulting from added 
notes gives more color to harmonic progressions, yet the added notes themselves are treated 
carefully in a stepwise motion. In Soliloquy, Ireland sometimes uses chords with added notes in a 
linear texture, avoiding any individual clashing sonority of the chord.  
 <Figure 21: Ireland, Soliloquy, mm. 7-9: Chords with added notes in a linear texture> 
 
 <Figure 22: Ireland, Soliloquy, mm. 26-28: Chords with added notes in a linear texture > 
 
While most of Ireland’s character pieces are likely to reflect the harmonic language of the 
Romantic era, the three-piece set of Decorations (The Island Spell, Moon-Glade, and The Scarlet 
Ceremonies) is a particular and rare attempt to explore impressionistic sonorities in his piano 
music.120 This passage from The Island Spell (mm. 99-101) presents a coloristic use of chords 
with added notes over the melodic line of a whole-tone scale. Additionally, a passage from The 
 
120 Palmer, Impressionism in Music, 165. Palmer calls Decorations “the supreme example of Impressionism in  
twentieth century English piano music.” 
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Scarlet Ceremonies (mm. 51-53) shows impressionistic use of the chords with added notes as a 
background sonority, evoking a mysterious mood.  
<Figure 23: Ireland, The Island Spell from Decorations, mm. 99-101> 
 
<Figure 24: Ireland, The Scarlet Ceremonies from Decorations, mm. 100-103> 
 
<Figure 25: Ireland, The Scarlet Ceremonies from Decorations, mm. 51-53: Chords with added 




d. Impressionistic Sonority: Non-Tertian Sonority 
A tertian sonority describes the sonority that results from a stack of thirds. While it is an 
essential harmonic component of Western music of the eighteenth and the nineteenth centuries, 
by the end of the nineteenth century composers were seeking alternative means of musical 
expression. Non-tertian sonorities were one way of bringing novel sonorities to music. 
Impressionistic music by Debussy and Ravel extensively uses non-tertian intervals such as 
fourths or fifths in parallel motion as a means of blurring a tonal center or creating an “exotic” 
sonority. The beginning of Debussy’s prelude La Cathédrale engloutie (“The Sunken Cathedral”) 
presents parallel open fifth chords, demonstrating how Debussy utilizes the sonority of organum-
like open fifth chords to nullify a sense of harmonic direction and to create a mysterious and 
reverent atmosphere. 
<Figure 26: Debussy, La Cathédrale engloutie, mm.1-4: Open-fifth chords> 
 
Bae’s study of Bridge’s single piano sonata indicates that Bridge make extensive use of 
non-tertian chords such as quartal chords in it, and almost reaches atonality.121 His character 
pieces are not as tonally stretched as the piano sonata, however, and mostly stay in a tonal realm. 
As Bridge was influenced by French Impressionism, he often employed non-tertian sonorities to 
give an impressionistic effect in his keyboard works. In The Hour Glass, Yeo identifies some 
cases of non-tertian sonorities as arpeggiated patterns of quartal chords and parallel open-fifth 
 
121 Bae, 4. 
39 
 
chords that double the melodic line.122 However, it is notable that the quartal chords in The Hour 
Glass are based on pentatonic scales.   
<Figure 27: Bridge, Dusk from The Hour Glass, mm.14-18: Quartal chords and open-fifth 
chords> 
 
In addition to his usage of open fifth chords in The Hour Glass, Bridge commonly uses 
parallel fourths or fifths over a melodic line. In Carmelita from Vignettes de Marseille, a 
descending line of G Locrian mode [G-F-Eb-Db-C-Bb-Ab-G] is augmented by fifths, resulting in 
parallel fifths and adding an “exotic” color to the music. Nevertheless, it is notable that the 
tonality is firmly grounded in G through the repeated notes in the right hand. On the other hand, 
as the title Carmelita indicates a Spanish dance,  the flattened second (Ab) evokes a Phrygian,  




122 Yeo, 51. 
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<Figure 28: Bridge, Carmelita from Vignettes de Marseille, mm. 1-4 > 
 
Nicolette from Vignettes de Marseille has a similar gesture, in which a melodic line is 
doubled by the interval of a fourth throughout. This overlaying of the melody using parallel 
fourths allows a glimpse of the “exotic” charm in the music even if the overall harmonic 
language is still based on tertian chords. Indeed, non-tertian sonority in Bridge’s character pieces 
tends to occur as a decorative means of enhancing an overall tonal structure.  
< Figure 29: Bridge, Nicolette from Vignettes de Marseille, mm. 24-29> 
 
Bridge’s more adventurous Bittersweet presents non-tertian sonority through quartal 
chords that are accompanied by a modernistic use of a motivic cell [016]. While the [016] 
motivic cell initially is seen as a motive of a perfect fourth and a minor second in the left hand in 
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mm.1-2, Bridge later employs it as a combination of a major seventh and an augmented fourth in 
mm. 3-4 which makes up a quartal chord when stacked.    
<Figure 30: Bridge, Bittersweet from Four Characteristic Pieces, mm. 1-4: Quartal chords from 
the motive [016]> 
 
   <Figure 31: Bridge, Bittersweet from Four Characteristic Pieces, mm. 9-12: Quartal chords 
using the motive [016]> 
 
Bridge also interpolates quintal chords in the context of the tertian harmonies. In 
Fragrance, the use of quintal chords at the beginning of the short phrases makes the sonority 
more explicit, yet the inner lines of the chord smoothly move in steps, alleviating the quintal 




<Figure 32: Bridge, Fragrance from Four Characteristic Pieces, mm. 7-8: Quintal chords>  
 
Bridge thus applies non-tertian sonorities in multiple forms such as open-fifth chords, 
parallel fourths or fifths, and quartal chords. While open-fifth chords and parallel intervals are 
pervasively used to enrich a melody, quartal/quintal chords are more limited. Bittersweet is one 
of the only character pieces in which Bridge really explores the sonority of quartal chords.    
Among the four British composers of the present study, it is Bax whose music is closest 
to music of the late Romantic era. Posey finds Bax’s style to be “romantic” because his harmonic 
language was influenced by German and Russian composers of the late nineteenth century.123 
Where there are instances of non-tertian chords in his music, they function as auxiliary notes. For 
example, A Hill-Tune presents an alternation between the second inversion of an E-flat major 
chord and a quartal chord [C-F-Bb] in the left hand. The role of the quartal chord here is no more 
than a neighboring chord embellishing the tonic chord of E-flat major. Most notes in the left 
hand in mm.51-52 belong to a pentatonic scale [Eb-F-G-Bb-C], confirming the improvisatory 





123 Posey, 3. 
124 The notes in the left hand in m. 51 comprise a pentatonic scale [Bb-C-Eb-F-G] and therefore the long pedal under 
the two different chords does not create clashing sonority. 
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< Figure 33: Bax, A Hill-Tune, mm. 51-52: Quartal chords as neighboring chords> 
 
Another example is the passage of repetitive open-fifth chords in Bax’s Winter Waters. 
At mm. 64-65, Bax doubles the main motive [Gb-F-E-F] by open fifth chords in the right hand. 
However, this series of open fifth chords is unlike those of Bridge and Scott because the 
ascending chromatic line in the left hand gives the passage a Lisztian dramatic and 
transcendental quality. The similar pattern of the open fifth chords in mm. 66-73 is again not 
necessarily impressionistic, sering as a background sonority while the main melody is supported 
by the strong tertian chords. 
<Figure 34: Bax, Winter Waters, mm. 64-67: Parallel open-fifth chords> 
 
At the end of Winter Waters, parallel open-fifth chords are placed over the long-held 
tonic F. This passage, with its expressive dynamic changes and sustained E open-fifth chords, 
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draws attention to the sonority of parallel open-fifth chords. However, the parallel open-fifth 
chords here are distinguished from the common impressionistic usage because the sustained F in 
the bass firmly maintains a tonal center in F, making its strong tonal orientation more pervasive. 
Although Bax may sometimes interpolate open-fifth chords, his harmonic language in general 
belongs to a traditional tonality resulting from a strong tonal center and tertian chords. 
< Figure 35: Bax, Winter Waters, mm.98-101> 
 
Scott’s use of non-tertian sonority bears some resemblance to Bridge’s in terms of adding 
non-tertian sonority within a conventional overall tonality. Darson explains that Scott’s piano 
music presents “tertian-quartal mixtures,” with the interval of a fourth often used in a context of 
tertian sonority.125 However, while Bridge’s music usually stays more firmly within a tonal 
realm, Scott’s music is more impressionistic than Bridge’s in its extensive use of non-
conventional scales such as pentatonic, octatonic, or whole-tone.  
Scott’s Bells from Poems manifests the sound of ringing bells by using chords in parallel 
motion. The bell sound is vividly suggested by parallel major sixths of tertian sonority in the A 
section. Then, in the B section, Scott exclusively uses parallel fourths and a series of open-fifth 
chords to provide a contrast. Most notes in the B section belong to a pentatonic scale, adding 
 
125 Darson, 190. 
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more “exotic” sonorities to the music. This consistent use of parallel intervals in Bells is an 
impressionistic devicesuggesting ringing bells – very different from Debussy’s Cathédrale 
engloutie.  
<Figure 36: Scott, Bells from Poems, mm. 1-4> 
 
<Figure 37: Scott, Bells from Poems, mm. 44-50, B section from m. 47>       
                     
 
Scott’s Paradise-Birds is also noteworthy for its use of non-tertian sonorities to create a 
mysterious and impressionistic effect. Mm. 41-42 has a melody doubled by open-fifth chords in 
the right hand, and an arpeggiated accompaniment of pentatonic scales in the left hand. This 
passage is reminiscent of Bridge’s The Hour Glass in that the two passages show similarities in 
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their use of open-fifth chords in melodies and exotic scales in the left hand, reflecting the 
common influence of French Impressionism.  
<Figure 38: Scott, Paradise-Birds from Poems, mm.41-42: Open-fifth chords in RH>
 
The Garden of Soul-Sympathy displays a melodic line doubled by quartal chords. This 
exotic sonority of the quartal chords is again used to embellish a melodic line that is based on a 
pentatonic scale. Scott is even more active than Bridge at experimenting with various 
impressionistic sonorities in his music.   
<Figure 39: Scott, The Garden of Soul-Sympathy from Poems, mm. 42-44> 
 
As suggested earlier, compared to Bridge and Scott, Ireland employs much less non-
tertian sonority. Ireland was aware of French impressionistic music beginning in 1908126, and 
 
126 John Chaffer, "An Introduction to the Piano Music of John Ireland," Chesterian 36 (1961): 24. 
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himself wrote some character pieces of an impressionistic nature, such as Decorations.127 
However, he generally takes a passive approach to non-tertian chords in his character pieces, and  
inclines more towards the extended tertian sonority of late Romantic music.   
Ireland often inserts a passage of parallel fourths that result from inverted tertian chords. 
This approach is not as impressionistic in intention or effect as Bridge’s and Scott’s, but the 
unsettled sonority of the parallel fourths may leave some sense of impressionistic sonority. In the 
transition from the A to the B section in Chelsea Reach (mm.14-17), the right hand presents a 
series of fourths of this sort. That this parallel-fourth passage is employed in the transition shows 
Ireland’s selective distribution of the ambiguous sonority. 
<Figure 40: Ireland, Chelsea Reach from London Pieces, mm.14-17: A series of fourths in the 
RH> 
 
A passage at mm. 30-33 is peculiar in its incorporation of parallel fifths in the inner 
voices. While Chelsea Reach mostly consists of thick tertian chords, this insertion of parallel 
fifths under E-flat, a fifth scale-degree of A-flat major, results in the mixture of tonal and 
impressionistic sonorities. 
   
 
127 Rankin, 22. 
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<Figure 41:Ireland,Chelsea Reach from London Pieces, mm.30-33:Integration of parallel fifths > 
 
Ireland’s The Scarlet Ceremonies from Decorations exhibits his full application of such 
impressionistic usages. (The melodic line doubled by open-fifth chords is a common 
impressionistic practice.) The open-fifth chords in parallel motion in the transition here evoke an 
“exotic” atmosphere. 
<Figure 42: Ireland, The Scarlet Ceremonies from Decorations, mm. 67-71: Parallel open-fifth 
chords in the RH>     
 
According to Rankin, a phrase in mm. 29-32 from April (1925) is one of the limited 
appearances of quartal chords among Ireland’s character pieces.128 While Rankin presumes the 
 
128 Rankin, 209. 
49 
 
influence of Hindemith (1895-1963) in this appearance of quartal chords, the effect of the quartal 
chords is only partial effect because the notes in the right hand in m.31 somewhat reduce the full 
sonorous effect of the parallel quartal chords in the left hand.129 It is noteworthy that the 
appearance of the quartal chords is limited to the eight-measure transition, indicating no 
significant motivic role for them in April. 
 











129 Ibid., 149. 
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3.3 Harmonic Syntax 
a. Sliding Voices in Chordal Progression (a stylistic feature of Delius) 
One of Frederick Delius’s musical fingerprints is a sliding motion in which the voices 
often move by a half-step in chordal progressions. According to Yie’s study of Delius’s 
harmonic language, a fundamental circle-of-fifths or circle-of-thirds progression is often 
presented in Delius’s music as a series of inverted chords with linear voice-leading.130 Also, 
Delius’s music does not sound conventional but novel and colorful despite the use of circle-of-
fifths progressions, because he substitutes other chords such as augmented sixth or altered chords 
for predictable dominant seventh chords. 131  
In his discussion of Bridge’s orchestral pieces Lament and Summer, Huss mentions the 
possibility of Bridge having been influenced by the colorful sonorities of Delius’s music, 
although it is not clear how much Bridge was exposed to Delius’s music and if Bridge ever 
directly adapted some of Delius’s musical features.132 In some of Bridge’s character pieces that 
have a thick texture, linear voice-leading bears some resemblance to Delius’s music. For 
example, a passage (mm. 18-22) in Bridge’s Fragrance has a series of seventh or ninth chords 
with linear voice-leading. Like Delius’s music, this passagemostly consists of inverted chords, 
yet the chordal progression here is simpler than the ones in Delius’s music because the qualities 





130 Hyoun Kyoung Yie, "Harmonic Syntax in Delius's Late Period Chamber Music (1905–1930)" (DMA diss., Ohio 
State University, 2008), 64-66.  
131 Ibid., 98-99. 
132 Huss, 98.  
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< Figure 44: Bridge, Fragrance from Four Characteristic Pieces, mm. 18-22: A series of 
seventh chords>  
  
A short transition from the A section to the B section in Bridge’s The Midnight Tide (see 
mm. 16-20) presents a more complicated sonority caused by the sliding motion of the harmonic 
progression. In this transition, Bridge’s harmonic language is not functional, and the nature of 
the passage is better understood by following the horizontal lines, which move by “chromatic 
creeping.” Although there are some pairs of suspensions and staggered resolutions, these are not 
as functional as Delius’s suspensions and resolutions. This unconventional yet colorful chordal 
progression presents Bridge’s experimental aspect while showing some outward resemblance to 








<Figure 45: Bridge, The Midnight Tide from The Hour Glass, mm. 16-20 > 
 
Bax’s character pieces in moderate tempo and a thick texture are commonly found with 
linear voice-leadings in harmonic progressions. In the introduction to A Mountain Mood the 
theme is a simple diatonic melody, but the other three voices mostly move in stepwise motion by 
integrating the secondary and altered chords into the harmonic progression. This results in a 
Delius-like harmonic progression of sliding motion.  





Bax’s smooth part-writing often includes a gesture of a suspension with a delayed 
resolution, again possibly showing some resemblance to Delius’s music.133 Bax’s A Hill-Tune 
demonstrates the resemblance. In m.26, an inner line of [G-F#] on the downbeat is expected to 
proceed to E of an A minor chord, but F# chromatically moves down to F-natural on the second 
beat, resulting in A major with an added sixth instead of an A minor. This makes a similar 
gesture to the “out-of-sync” voice motion that Delius frequently used in his music.  
<Figure 47: Delius, Sonata for Violin and Piano, No.2, mm.17-18: a suspension and a delayed 
resolution>134 
 
 <Figure 48: Bax, A Hill-Tune, mm.24-26: A delayed resolution> 
 
 
133 Yie, 64. Yie explains that “out-of-sync” motion is one of Delius’s compositional traits in which a suspended note 
is resolved while the other chordal note moves chromatically, creating an unexpected chord.  
134 Yie, 132. 
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When compared to Bridge, Bax’s harmonic progressions with sliding motions are more 
similiar to Delius’s. The harmonic progression is still functional in terms of the chordal 
relationships, even if the surface of the harmonic progression often disguises it. Also, the chords 
often move in a chromatic third relationship, as with Delius who also favored a “chromatic 
mediant.”135 According to Foreman, Bax often presented Delius’s music in solo performances,136 
and therefore it is not surprising if there are more traces of Delius in Bax’s character pieces. 
Compared to the pieces of the other three composers, Scott’s character pieces seldom 
present sliding voices in the manner of Delius’s music. Sliding motion in Sphinx is distinguished 
from the examples of the other composers because the lower three voices tend to move in 
parallel motion. Also, the rhythmic pattern of suspension-resolution is simpler and more static.  
<Figure 49: Scott, Sphinx, mm. 5-8: Sliding voices in a simpler texture> 
 
A short transitional passage from Scott’s Jocund Dance also shows linear voice-motion. 
The passage of sequential seventh chords is built over a chromatically descending line. Frequent 
uses of chordal inversions, and of chords with altered notes, embellish the linear voice-motion. 
However, the lower three voices again mostly move in the same direction, creating parallel 
motion in a similar manner to Sphinx.  
 
135 Yie, 103. 
136 Foreman, Bax: A Composer and His Times, 252.  
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<Figure 50: Scott, Jocund Dance, mm. 61-68: A linear progression of sequential seventh 
chords> 
 
Linear harmonic motion is also found in Ireland’s character pieces with substantial 
chromaticism. In Soliloquy, an arabesque melody is diatonic, but the three lower voices often 
move in half-step using inversions of the extended tertian chords.  Some resemblance to Delius’s 
music is apparent in the harmonic progression in fifths and in the chromatic thirds, as well as in 
the fast harmonic rhythm by quarter notes.  





A transition in Ireland’s February’s Child presents staggered suspensions-resolutions 
within the sliding voices. The rhythmic interaction between the voices, and clashing notes from 
the suspensions, add interest to the passage. It is notable that Irelands makes a bold chromatic 
gesture in m.74 by clashing Bb in the melody against the G dominant seventh chord (albeit in a 
weak second inversion) in the left hand.  
< Figure 52: Ireland, February’s Child, mm. 71-74 > 
 
 
b. Uses of pedal point  
A compositional device frequently used in the impressionistic music of Debussy is an 
extended pedal point. A pedal point that resonates below flowing melodic lines or chords can 
produce mysterious and blurred sonorities. Debussy’s Reflets dans l'eau in D-flat Major is a 
good example of an extended pedal point used in this way. A sustained D-flat pedal point below 







<Figure 53: Debussy, Reflets dans l'eau, mm.1-2> 
 
Bridge’s character pieces introduce a similar effect, although its usage might not be as 
“impressionistic” as Debussy’s. At the end of Dusk from The Hour Glass, Bridge employs a 
pedal point A below the restatement of the main motives of the piece. The notes of the main 
motives belong to a pentatonic scale [A-B-D-E-G] and thus the notes do not clash against the 
pedal point A, but rather enrich the harmonic color. A pedal point is combined with the main 
motives of Dusk at the closure, and it is notable that Bridge often leaves a similar mark at the end 
of other of his character pieces.  
 




At the beginning of Fragrance, a series of major seventh chords in the right hand creates 
a wandering and unsettling impression. Toward the end of the piece, the tonic E is  confirmed by 
a pedal point. In addition, like the ending of Dusk, Bridge quotes a main motive [F#-E-F#-C#] at 
the very end. The reappearance of significant musical material at the close links beginning and 
ending.  
<Figure 55: Bridge, Fragrance from Four Characteristic Pieces, 27-33: Restatement of the main 
motives at the close> 
 
The end of Bittersweet takes a similar approach, stating a slightly altered version [027, B-
C#-F#] of the main motive [016, B-C-F#] at the closure. The change from C to C# in the motive 
yields an A major chord at the end, and may signify a sweet and positive ending to the music 
after the bitterness produced by frequent use of the cell motive [016]. It is notable that, here 





<Figure 56: Bridge, Bittersweet from Four Characteristic Pieces mm. 58-61: Quotation of the 
modified main motive> 
 
Bax’s use of a pedal point is generally distinguishable from Bridge’s in terms of style. 
While Bridge’s pedal points generally suggest an “impressionistic” usage, Bax’s pedal points 
remain rooted in the extended tonality of late romantic music, resulting in a more conventional 
function. In the final reprise of a melody in A Hill-Tune, a pedal point B-flat marks the tonic 
center of B-flat at the closure. It is sustained for four measures while the melody is isolated in the 
high register and two chords alternate in the inner voices. The effect of the pedal point is not as 
colorful as the ones by Bridge because the two alternating chords are subsets of a B-flat ninth 
chord, making the notes in the left-hand altogether consonant.  




 Bax’s A Mountain Mood also uses pedal points to stabilize a tonal center. In the 
transition from the first to the second variation (mm.35-39), a pedal point F is held below two 
alternating F chords in the very soft dynamic, pianissimo. Again, the pedal point is used in a 
conventional manner as in A Hill-Tune.  
<Figure 58: Bax, A Mountain Mood, mm. 36-38: Pedal point stabilizing a tonal center> 
 
The ending of Bax’s Apple-Blossom-Time is somewhat more impressionistic. Parallel 
fifths in the right hand produce an obscure sonority, while the pedal point of the G open-fifth 
chord confirms the tonal center G. Although the sonority of the parallel fifths inherently has no 
strong tonal orientation, the lower notes of the parallel fifths chromatically move to the tonic 
note G, implying that Bax was inclined to remain within the boundary of the tonality. It is 
notable that a two-note motive used at the beginning of the piece reappears at the end over the 
pedal tone. This gesture is similar to the Bridge examples noted earlier, but Bax changes it using 







<Figure 59: Bax, Apple-Blossom-Time, mm. 75-80: Restatement of the main motive> 
 
<Figure 60: Bax, Apple-Blossom-Time, mm.1-2: The main motive> 
 
A pedal point and an ostinato are one of Scott’s commonly-used musical gestures for stabilizing 
a tonal center as well as for creating the “exotic” tone of Eastern music.137 Scott’s pedal points 
are closer in style to French impressionistic music than Bridge’s because Scott pairs his pedal 
points with more dissonant intervals or chords, which make the sonority more colorful.   
Bells from Poems has a simple layout of the two hands: one hand plays a melody in 
parallel sixths or fourths to mimic bell sounds, and the other plays a harmonic progression. At 
the close of the piece, the pedal point A minor chord resonates againstthe parallel major sixths of 
the “bells”, which clash against the pedal point. The sonority is not harsh because of the use of a 
 
137 Darson, 245. 
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melodic minor without cross-relation, and the soft dynamic. The rhythmic augmentation that 
follows brings the impression that the sound of the bells is gradually tapering off.  
<Figure 61: Scott, Bells from Poems, mm. 83-103> 
 
Chelsea Reach is Ireland’s representative piece for rich and thick sonorities. At the 
beginning and close of the A section, tertian chords predominate within an extended tonal 
language, evoking the lavish and splendid style of late-Romantic music. In contrast, the middle 
section has a unique harmonic syntax into which an impressionistic style is integrated.  Some 
phrases in the middle section, such as that at mm. 31-34, have a pedal point define the  harmonic 
progressions while parallel triads in the inner voices imbue the piece with impressionistic color. 
While the other three composers in this study commonly use a sustained pedal point with a soft 
dynamic like pianissimo or pianissimo, Ireland is bold enough here to employ the strong 
dynamic forte; parallel triads clash against the pedal point, causing maximum effect.  




If Chelsea Reach reflects Ireland’s interpretation of an impressionistic sonority of parallel 
intervals over a pedal point, February’s Child displays his more usual and conservative use of 
pedal points. In mm.50-52, the held bass note F-sharp, acting as the root of a F-sharp ninth chord, 
enunciates the tonal center F-sharp. The melodic line remains consonant with the pedal point 
since it mostly moves within the notes of the chord. Ireland locates this pedal point at the end of 
the middle section. 
<Figure 63: Ireland, February’s Child, mm.50-54> 
 
Decorations, Ireland’s unusual attempt at a more impressionistic style, demonstrates his 
exploration of a pedal point that evokes blurring sonorities. The first five measures of the phrase 
in mm. 96-100 are based on the pentatonic scale (Db-Eb-Gb-Ab-Bb), evoking an “exotic” 
atmosphere, and make no clashing sonority against the bass pedal point on A-flat. The notes 
deviating away from the pentatonic scale in m.101 add some ambiguity, yet effectively mingle 







<Figure 64: Ireland, The Island Spell from Decorations, mm. 96-105> 
 
 
3.4 Rhythm and Meter Changes 
Rhythm and meter become more flexible and freer in the impressionistic music of the 
early twentieth century, as exemplified in the music of Debussy and Ravel. Rhythmic and 
metrical changes in Bridge’s character pieces are a response to the fluidity of rhythm, and 
metrical changes, of impressionistic music.  
A passage from Bridge’s Fragrance (mm. 9-12) shows changes of meter from 3/8 to 6/8, 
and to 2/8. While the meters are changed between simple meter (3/8, 2/8) and  compound meter 
(6/8), the regular eighth-note pulse is maintained throughout and the rhythmic patterns are 
generally steady and consistent. These meter changes bring an intriguing charm to the music 
because the 2/8 meter functions like a 3/8 meter and leads the listener to expect a weak beat on 
the downbeat of the next 6/8 (m.13).  
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<Figure 65: Bridge, Fragrance from Four Characteristic Pieces, mm.9-14> 
 
While a meter of 3/4 is mostly kept throughout Carmelita, Bridge creates excitement by 
repeating a phrase that has a meter change from 3/4 to 2/4 in the second half of the B and B’ 
sections, creating an unsettling 5/4 pulse. It is notable that a climax (mm. 92-95) in the B section 
is built up by a gradual expansion of bar lengths. The emphasis on the dominant note (D) of G 
major in two measures of 3/4 (mm. 92-93) is followed by a hemiola (mm.94-95) that creates a 
pulse of 3/2 meter.  




The introduction to En Fête displays a motive (mm.1-2) that embeds an irregular rhythmic 
pattern of 3+3+2 in 2/4 meter. It is intriguing that the beginning two measures only state the 
motive alone, which does not clearly reveal whether the downbeat is on E or G. Also, this 
rhythmic pattern in the right hand does not correspond to the regular rhythmic pulse of 2/4 in the 
left hand, thus making the combined overall rhythm stirring.   
<Figure 67: Bridge, En Fête from Vignettes de Marseille, mm.1-8> 
 
The two final measures of En Fête display an irregular rhythmic pattern of 2+3+3, which 
is a retrograde version of the rhythmic pattern 3+3+2 of the introduction. Bridge may in part 
have sought to create symmetry between the beginning and the ending  through these rhythmic 
patterns. The change in the rhythmic pattern also obscures the dominant chord in the penultimate 
bar and results in a stronger presentation of the last downbeat of the tonic D chord. It reflects 







<Figure 68: Bridge, En Fête from Vignettes de Marseille, mm.124-127> 
 
Arnold Bax utilizes 7/4 meter as the main rhythmical element in the A and A’ sections of 
In a Vodka Shop. In the B section there is a change to a simple 4/4 meter, which provides a 
contrast in momentum and atmosphere to the A section, yet the melodic contours of the music 
remain the same. Bax’s approach to rhythmic and metrical changes is more conservative than 
Bridge’s. The sections in 7/4 meter mostly keep to a rhythmic pattern of 4+3, without changing 
the division of the beats. Also, there is no temporary meter change to other meters; instead, the 
given meter of 7/4 or 4/4 is kept throughout the respective section.   




The beginning of A Hill-Tune demonstrates Bax’s general approach to rhythm and meter 
in his character pieces. The sixteenth-note quintuplets at the beginning produce a cross-rhythm 
against the duple or triple rhythm of the melody, but this cross-rhythm is not complicated or 
perplexing. The quintuplet patterns are steady and repetitive throughout the section, showing a 
more predictable rhythmic pattern than Bridge’s work.  
<Figure 70: Bax, A Hill-Tune, mm. 1-6> 
 
Among the four British composers in the present study, it is Scott who takes the most 
flexible approach to rhythm and meter changes. Rhythm and meter changes in his character 
pieces can be described as fluid and unpredictable. The Garden of Soul-Sympathy begins with a 
melody characterized by free and fluid groupings of beats. Scott does not necessarily keep the 








<Figure 71: Scott, The Garden of Soul-Sympathy from Poems, mm.1-3> 
 
< Figure 72: Scott, The Garden of Soul-Sympathy from Poems, mm. 42-46 > 
 
Bells presents the sound of ringing bells using parallel major sixths or perfect fourths in a 
consistent eighth-note pattern. The patterns of the ringing bells, however, change not only in 
their harmonies but also in the meters. Compared to Bridge’s approach to meter changes, Scott 
takes greater freedom regarding meter shifts and the frequency of meter changes, for instance, 






< Figure 73: Scott, Bells from Poems, mm. 35-43: Flexible meter changes > 
 
John Ireland often changes a rhythmic pattern in a melody to vary the quality of the 
melody. For example, a melody in triplets (mm. 1-3) in April later becomes a line of running 
septuplets with the same contour (mm.36-38). In regard to metrical changes, Ireland is not as 
flexible as Scott but rather closer to Bridge. A passage from April (mm.29-35) shows a similar 
approach to Bridge in which meter changes are paralleled in two similar phrases.   
< Figure 74: Ireland, April, mm.29-35> 
 
In addition, Ireland applies meter changes to bring a change of momentum into a 
transition passage. In February’s Child, for example, metrical changes between 3/4, 7/8, 6/8, 9/8, 
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and 3/4 all occur in the transition at mm.16-19, accompanied by a gradual change in tempo and 
dynamics, slowing the momentum of the passage before proceeding to the new section. It is 
notable that Ireland sets up these meter changes in such a way that duple and compound meters 
alternate, creating intriguing rhythmic pulses. In Ireland’s character pieces, the use of metrical 
changes in a transition of this sort often involves a tempo change  (either slowing down or 
getting faster), so that the transition seems smooth yet spontaneous. A transition passage in April 
displays a similar feature.  
< Figure 75: Ireland, February’s Child, mm. 16-22: meter changes in the transition > 
 




3.5 Form  
Character pieces are commonly in ABA’ (ternary) form, within which the four composers 
under consideration here work with two contrasting ideas or moods. An AA’ binary form is also 
sometimes found (as in Fragrance from Four Characteristic Pieces; see below). This section 
examines similarities and differences between their individual approaches to musical form in 
their character pieces.   
 
a. Frank Bridge, Water Nymphs from Four Characteristic Pieces  
The A section of Bridge’s Water Nymphs presents a regular and balanced structure, 
consisting of two four-bar phrases. The second (a’, mm.5-8) is a slight modification of the first 
(mm.1-4) in terms of melodic line and harmonic progression. These two four-bar phrases of A 
are repeated in the A’ section, and, in fact, the only difference between them is the harmonic 
progression at the ending (mm. 30-32), which is changed to close the music in the original key of 
D major.  
While the general harmonic language of Water Nymphs is chromatic, the dominant chord 
of E minor at the end of the A section (m.8) and the bass E at the beginning of the B section 
(mm.9-12) clearly announce the new tonal ground of E minor at the beginning of the B section. 
The use of E minor in the middle section is noteworthy, as it is neither a mediant nor a dominant 
of the original key of D major. The use of this supertonic (minor) key in the middle section may 
reflect Bridge’s freer approach to key relationships in ABA’ form. 
 Galant points out that Water Nymphs achieves a sense of unity through the recurrence of 
the musical motive [a] throughout the piece.138 Similarly, Bridge shows his effective use of the 
[b] motive in the B section, as the motive [b] in m.9 is closely related to the motive [b’] of the 
 
138 Galant, 98. Galant points out the recurrences of this first motive in both the A section and the B section.  
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phrase in mm.17-18. The motive [b’] inherits its motivic ideas from motive [b], but alters its 
melodic shape. Bridge’s set-up of fast-moving arpeggiated patterns and a tempo change to 
animato for the motive [b’] (mm. 17-18) produces an exciting atmosphere that distinguishes it 
from the quiet and lyrical gesture of the motive [b] in the first half of the B section.   
It is noteworthy that Bridge inserts a short passage (mm.20-23) that functions as both a 
transition to the A’ section and a climax to the entire piece. This transitional climax is 
distinguished by its cadenza-like cascading arpeggios. The insertion of a transitional climax is 
commonly observed in Bridge’s other character pieces in ABA’ form, such as The Midnight Tide 
and The Dew Fairy from The Hour Glass, and Bittersweet from Four Characteristic Pieces.  
 
<Table 1: Musical form of Water Nymphs from Four Characteristic Pieces by Bridge> 
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<Figure 77: Bridge, Water Nymphs from Four Characteristic Pieces, m. 9: Motive [b]> 
 
<Figure 78: Bridge, Water Nymphs from Four Characteristic Pieces, m.17: Motive [b’]> 
 
 




b. Frank Bridge, Fragrance from Four Characteristic Pieces 
Bridge’s particular and idiosyncratic use of AA’ binary form is on display in Fragrance 
from Four Characteristic Pieces. Jed Galant describes the piece as a musical work with an “arch 
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shape” that presents an interpolation of limited musical materials in various keys.139 The A 
section of Fragrance consist of four musical ideas (a,b,c,d), and each one is easily observable 
throughout the music because it keeps its rhythmic and melodic identity in the recurrences.140  
The two sections are about the same length, and balance each other in duration. Bridge 
introduces some changes in the repeated A’ section, modifying the length of the ‘a’ material 
(mm.1-4 as against mm.15-16) and the order of the four ideas ([a-b-c-d] in mm.1-9 as against  [a-
b-d-c] in mm.15-23). These kinds of modification evoke musical interest within the relatively 
simple AA’ binary form.  
Bridge seems to have intended a symmetrical arrangement of the musical materials. Not 
only is there mirroring of the “a” material (mm.1-4) in its recurrence at the end (mm.27-33), but 
he also modifies the order of the musical materials (mm.1-9 as against mm.15-23) to create 
symmetry, not concisely but approximately. These compositional aspects make the music more 
original and more unified. 141 
 
<Table 2: Musical form of Fragrance from Four Characteristic Pieces by Bridge> 
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139 Galant, 100-101. 
140 Ibid., 101. 
141 Debussy similarly also sometimes creates a symmetry in his music, as for example in the A’ section of Voiles 
(1909) from book 1 of his Préludes.  
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c. Arnold Bax, A Hill-Tune 
As Posey notes, Bax commonly utilizes ABA’ form in his character pieces as well, while 
extensively applying a technique of theme and variations in his short character pieces.142 The 
form of his A Hill-Tune can be summarised as AA’BA’’, a modified version of ABA’ form. The 
B section lasts only briefly, making no significant gesture except to divide the two A sections. 
Notably, the A’ and A’’ sections are treated like variations or improvisations of the A section, 
employing different textures and varied harmonic progressions. 
Bax’s approach to the recurring sections is different from Bridge’s since Bridge mostly 
keeps not only the original melodic lines but also their harmonic patterns, while Bax more freely 
changes these patterns. His treatment of harmonic progressions and musical textures is more 
improvisatory in quality, as he frequently uses arpeggiated accompaniments and applies 
chromatically-descending bass lines in his harmonizations.   
 
<Table 3: Musical form of A Hill-Tune by Bax > 
A A’ B A’’ Coda 
a + extension. a’ B A’’+ extension a’’’ 
1-14 15-24 25-32 33-44 45-58 
I        V/vi-vi i  III  v i-iii-bii-III-VI (=V/Bb) I-IV-V I-VIb-V-I 









d.  Cyril Scott, The Garden of Soul-Sympathy from Poems 
Scott’s character pieces have more fluidity and unpredictability in their structures than 
the character pieces of the other composers. While ABA’ ternary form is commonly used in his 
character pieces, Scott treats the form in a flexible manner.  
Darson interprets the form of The Garden of Soul-Sympathy as ABABA -- that is, as an 
extended ABA form.143 Three main musical ideas (a,b,c) are easily identifiable throughout the 
music because their melodic shapes and rhythmic characters are mostly retained upon their 
repetitions. While Bridge maintains the original lengths and shapes of melodies and rhythms on 
their repetitions, Scott sometimes extends or contracts the lengths of his original musical 
materials although their general melodic shape is kept. Scott uses a slightly different pattern of 
harmonic progressions for the repeat of the musical materials, but there is not much developing 
of gestures in the musical materials like in Ireland’s music or in the variating gestures of Bax. 
It is noteworthy that here the ‘b’ idea of the A section (mm. 14-19) is used only once, and 
does not otherwise appear. Rather, a portion of the ‘c’ material from the B section is quoted 
without any anticipation at the end of the piece. This is a good example of how Scott’s 
arrangement of musical materials in ABA’ form is freer than Bridge’s. In The Garden of Soul-
Sympathy, a tonal frame does not help to outline the structure of the music because the tonal 
centers in the piece are in general ambiguous. Scott’s less restricted approach to tonality within 
the ABA’ form is shown in the conflict between the tonal center of the opening (G-flat) and that 




143 Darson, 223. 
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<Table 4: Musical Form of The Garden of Soul-Sympathy from Poems by Scott> 
A B A’ B’ A’’ 
A b trans. c A’ c’ a’’+fragm. ext. c’’(fragm.) 
1-8 9-13 14-19 20-27 28-35 36-42 43-57 58-63 
Gb 
pentatonic 
A Pedal E  G aeolian-V/Gb -Gb (A mixolydian) E-- V/G G 
 
e. John Ireland, Amberley Wild Brooks 
Donald Rankin summarizes that Ireland uses ABA form in most of his character 
pieces,with a shorter and simpler of A’ section as a stylistic marker.144 Fiona Richards further 
points out that Ireland sometimes treats ABA form like a sonata form, extending and developing 
his musical materials to a greater extent. For example, his Chelsea Reach is fully equipped with 
variations and fragmentations of the melodic material in its B section.145 
Ireland’s Amberley Wild Brooks is and extended piece in traditional ternary ABA’ form. 
The A section (mm. 1-39) is almost the same length as the B section (mm.40-80), but the 
different moods and the tonal language distinguish these two sections from each other. In 
common with other character pieces by Ireland, the A’ section (mm. 81-103) is shorter in length 
than either of the preceding sections..  
The A section presents a lyrical melody of rhythmic interest. Notably, the second half 
(mm.17-39) of the section consists basically of the melodic idea from the first eight measures 
spun out at various pitch levels. Indeed, this passage at mm.17-39 exhibits something of the 
 
144 Rankin, 209. 
145 Richards, 119. 
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developmental character of sonata form, with its use of sequences and fragmentations of the 
main melodic idea.  
The B section initially presents a modal phrase in mm.41-42, and this two-measure 
phrase recurs at different pitch levels. It is noteworthy that the rhythmic contour of this modal 
motive resembles a mm.5-6 of the A section, bringing some sense of unity to the piece.  
<Figure 80: Ireland, Amberley Wild Brooks, mm. 5-6: Rhythmic motive of the melody> 
 
<Figure 81: Ireland, Amberley Wild Brooks, mm. 40-42: Rhythmic motive in LH> 
 
Ireland’s treatment of the ABA’ form shows his tendency to recycle limited musical 
materials within various tonal centers in a developmental manner. Like Ireland, Bridge’s 
treatment of the musical material in Water Nymphs is economical, but while Ireland applies 
various and varied harmonic progressions for the restatement of melodic lines, Bridge instead 
uses similar harmonic progressions for his repeated melodic lines. Moreover, Bridge’s approach 
to ABA’ form is simpler and clearer in regard to the regularity of its phrases and to the less 
developmental B section than Ireland’s approach in Amberley Wild Brooks (see Table 5). 
80 
 
<Table 5: Musical form of Amberley Wild Brooks by Ireland> 
 
 
3.6. Pianistic Writing from Impressionistic Music 
Arpeggios and scalar runs were frequently used by Franz Liszt as prominent pianistic 
devices, and became the main expressive components of piano music in the early twentieth 
century. Ravel extensively incorporated this type of pianistic writing in his piano works to bring 
out a vivid impression. British composers were also exposed to these contemporary 
compositional trends, so it is not surprising that the British composers in the present study 
incorporated such Ravel-like pianistic passages in their character pieces.146  
Bridge’s The Midnight Tide integrates various types of pianistic writing, such as octave 
runs, trills, and arpeggiated chords that elaborate melodic lines. Its slow-moving chromatic 
melody is solemnly stated in thick cluster-like chords in the first section. Then in the second 
section, the same melodic line is filled with arpeggiated chords (mm. 21-31), evoking an 
impression of rough tides. In m.31, the melody is effectively filled in by extended arpeggios, 
marking the climax of the piece.  
 
146 G. Jean-Aubry, "British Music through French Eyes," The Musical Quarterly 5, no. 2 (1919): 193-95.  
Section A B A’ 
material a a’ b(modal theme) Trans. Fragment of  b 
on different pitch levels 
Trans. A’’ 
Tonal center A F - Eb- V/Bb-
V/C 
C C- Gb Bb G (V/C) A 




57-62 63-72 73-76 76-80 81-103 
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<Figure 82: Bridge, The Midnight Tide from The Hour Glass, mm. 31> 
 
Bridge’s Water Nymphs includes a passage in which one hand plays on the white keys 
while the other hand plays on the black keys. This kind of passage is also found in the piano 
music of Debussy and Ravel. In mm. 21-22, the notes in the right hand form a pentatonic scale 
(A-C-D-E-G), while those in the left hand are from a whole-tone scale (C-D-E-F#-G#-Bb), 
which, in conjunction with use of the sustaining pedal, creates a colorful and sweeping sonority.  
<Figure 83: Bridge, Water Nymphs from Four Characteristic Pieces, mm. 19-22: Opposition of 




This arpeggiated passage is reminiscent of  Ravel’s Ondine in terms not only of its 
resemblance but also its placement at the climax. Depicting a moment in which a water nymph 
bursts into laughter and disappears, arpeggiated runs hit the climax moment and quickly subside. 
Bridge may have thought of a similar scene for his Water Nymphs and followed an idea. Ravel’s 
arpeggiated runs are based on two different chords, C major and an E diminished chord.  
<Figure 84: Ravel, Ondine from Gaspard de la Nuit, m.89 > 
 
Bax’s use of such arpeggiated sweeps is not as common in his character pieces. One 
reason may lie in the tendency of his harmonic language to remain more like late romantic music 
and for his character pieces not to be as impressionistic as the other three composers’ in its 
sonority. For example, a passage of alternating chords and arpeggiated chords (mm. 165-166) in 







< Figure 85: Bax, Gopak from Two Russian Tone-Poems, mm. 161-169>147 
 
<Figure 86: Bax, Gopak from Two Russian Tone-Poems, mm. 244-248>148 
 
Scott is more active than Bridge in the use of pianistic figuration to maximize 
impressionistic sonority on the piano. A big rise and fall of arpeggiated runs, sweeping 
glissandos, and sequential runs of arpeggiated patterns are some of Scott’s common pianistic 
traits. The well-known Lotus Land (1905) presents sequential arpeggiated runs based on a 
pentatonic scale, yielding a grandiose sonority that is increased with the addition of the 
sustaining pedal. These arpeggiated runs are followed by a big block chord and a glissando on 
the same pentatonic scale. Scott’s writing here shows a resemblance to Debussy’s piano music, 
 
147 Arnold Bax, Gopak from Two Russian Tone-Poems (London: Joseph Williams, 1913), 8. 
148 Ibid., 11.  
84 
 
in which the arpeggios are not technically difficult yet explicitly present the expressiveness of 
the piano sonority.   
<Figure 87: Scott, Lotus land, mm. 33-36: Arpeggiated runs based on a pentatonic scale>149 
 
Scott’s other impressionistic piece, In the Forest from Vistas, takes a gesture of “light and 
capricious” arpeggiated chords to imply singing birds. The use of intervals of the fourth results in 
an obscuring of the tonal center, and brings a mysterious atmosphere to the forest. 
<Figure 88: Scott, In the Forest from Vistas, m. 1> 
 
While Ireland applies such non-conventional harmonic devices as pentatonic scales, 
modal scales, and parallel chords, and pianistic writing such as extended arpeggios and 
 
149 Cyril Scott, Lotus Land (London: Elkin and Company, 1905). 
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glissandos in Decorations, these are not main expressive devices in his character pieces. An 
example of the limited appearance of a pianistic passage of this sort is found in Ireland’s 
Amberley Wild Brooks, where an arpeggiated passage occurs in the transition after the climax. 
The extended arpeggio here is based on a pentatonic scale [F-G-Bb-C-D], and suggests the rough 
stream gradually subsiding. But this passage is only used once in the music, and is distinguished 
from the clear division of the melody and accompaniment in the texture.   
<Figure 89: Ireland, Amberley Wild Brooks, m.80: Arpeggiated passages in the transition> 
 
As mentioned earlier, Decorations is the set of character pieces that most exemplifies 
Ireland’s exploration of impressionistic sonorities. Unlike most of his character pieces, The 
Island Spell and The Scarlet Ceremonies from Decorations exhibit  pianistic figurations such as 
glissandos, tremolos, and fast-sweeping arpeggios. In general, however, Ireland is generally 








<Figure 90: Ireland, The Island Spell from Decorations, mm. 71-73 > 
 












3.7 Summary  
The comparative analysis carried out here has examined various musical factors, such as 
the handling of motives, chord construction, harmonic syntax, rhythmic and metrical changes, 
form, and pianistic writing. As has been noted, Bridge’s use of cell motives in Bittersweet points 
to the beginning of an adventurous and experimental approach even though the motivic 
integration is still embedded in a triadic-based harmonic language. Comparisons of chord 
constructions between the four composers has shown that, while all four apply extended chords, 
chords with added notes, and non-tertian chords, their attitudes toward and treatments of chord 
constructions are somewhat dissimilar: Scott enjoys the coloristic sonority of extended chords by 
arranging for some voices to move in parallel motion, while Bax and Ireland carefully insert 
extended chords into a linear texture. In his compositions, Bridge displays both practices, 
proving his eclectic style; yet at the same time his fondness for the sonority of the so-called 
“Bridge Chord” reflects his search  for new sounds.  
The character pieces of Bridge, Bax, and Ireland adopt Delius’s style of sliding voices in 
harmonic progressions to various extents. While the use of sliding voices in the music of Bax 
and Ireland often follows the principle of Delius’s harmonic orientation for sliding voices, 
Bridge’s use of sliding voices rather bears primarily only an outward resemblance. In other 
words, Bridge applies a gesture of a suspension-and-staggered resolution, but does not 
necessarily observe Delius’s use of circle-of-fifths or circle-of-thirds. This sometimes results in 
more dissonant and clashing sonorities, as shown for example in the transitional passage in The 




Regarding their use of pedal points, the four British composers exhibit a style influenced 
either by impressionistic music or late-Romantic music. Bridge’s handling of pedal points is 
often distinguished from that of the others, because of the restatement of a main motive over a 
pedal point of closure in the music.  
Bridge’s character pieces exhibit both irregularity and regularity in changes of meter and 
rhythm, and in this he is more eclectic than the other composers. Compared to Bridge, Scott 
largely takes a more adventurous and flexible approach toward meter changes and rhythm, in the 
manner of impressionistic music; while Bax and Ireland take a rather more conservative 
approach. One example of Bridge’s interesting experimentation with meter changes is found in 
En Fête, where the patterns of beats at the beginning and end of the piece are synchronized 
(Figures 4.3 in p.66 and 4.4 in p.67).  
Regarding the approach to ABA’ form, each composer follows his own musical style. 
While Bridge follows a typical layout of ABA’ form, he creates a sense of unity by recycling 
main motives, but also inserts a transitional climax at the end of the middle B section, and 
chooses a non-conventional key for the middle section. (See Table 1 above for Bridge’s Water 
Nymphs; also his The Midnight Tide, The Dew Fairly, and Bittersweet). Ireland proposes 
developmental gestures in the B section, and Bax applies a technique of improvisatory variations 
of the melody in the recurring A sections. Scott adopts the ABA’ structure in a freer manner, as 
may be seen in the conflict between the opening tonal center and the ending one in The Garden 
of Soul-Sympathy (Table 4 above). 
The pianistic writing of Bridge and Scott reflects some influences of the impressionistic 
style of Debussy and Ravel. (See Figure 6.2 for Bridge’s Water Nymphs in p.81 and Figure 6.6 
for Scott’s Lotus Land in p.84). However, Ireland tends to exhibit a rather reserved approach 
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toward  impressionistic piano idioms in his character pieces, and in the case of Bax, the pianistic 
























CHAPTER FOUR: CONCLUSION  
 
The present study started with the question of why Frank Bridge’s character pieces were 
less favored by the contemporary British public, and led on to an inquiry regarding the position 
of Bridge’s character pieces in the genre in early-twentieth-century England. The analysis of 
Bridge’s character pieces and those of his contemporaries, Arnold Bax, John Ireland, and Cyril 
Scott provides insights into which elements separated Bridge’s character pieces from the 
mainstream British character pieces of him time,  
As a result of this comparison, Bridge’s eclectic tendencies and more experimental 
gestures seem to have impacted several musical elements in character pieces: use of motives, 
chordal construction, harmonic syntax, and rhythmic and metrical changes. Bridge freely applied 
both late-Romantic idioms and impressionistic idioms, but chose not to limit his musical 
language. Instead, he actively attempted to integrate various musical styles, and explored new 
sonorities. By contrast, the other three composers generally adhered to the style of music that 
was more familiar to, and popular with, the twentieth-century British public.  
Bridge’s eclectic musical style could be the reason why his character pieces were less 
favored by the British public at that time. Furthermore, the experimental tone in his character 
pieces may not have appealed to a British public that tended to accept new trends more slowly 
than audiences on the continent.150 Yet while the mainstream character piece remained 
conservative, appealing to the taste of the British public, Bridge’s experimental efforts in his 
character pieces might have been one catalyst for the evolution of British music in the mid-
 
150 “The British public was known to favor foreign music over British music and it usually takes over a decade to 
accept a new musical style after its introduction.” Francis Routh, Contemporary British Music: The Twenty-five 
Years from 1945 to 1970 (London: Macdonald and Co., 1972), 6-7. 
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twentieth century, as represented by Benjamin Britten. Bridge was, of course, Britten’s teacher, 
and Britten unquestionably gained creative and experimental insights from him. 
I hope that this comparative study provides a fresh perspective on Bridge’s character 
pieces. One possible area for future research into the general climate of British piano literature in 
the early twentieth century would be a study of the influence of Delius’s music on his 
contemporaries; the present study has found some specific compositional influences of Delius’s 
music on Frank Bridge, Arnold Bax, and John Ireland.    
 I also hope that today’s piano performers and pedagogues will discover the instructional 
and entertainment values of early twentieth-century British character pieces.. Bridge’s Four 
Characteristic Pieces can be productively used as instructional pieces for teaching both 
impressionistic styles and post-tonal idioms. Moreover, Bridge’s Vignettes de Marseille set is 
technically accessible, and its intriguing rhythms and melodies make it effective performance 
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